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I N T R O D U C T I O N
I t  i s  appropriate to  p reface  t h i s  approach to  the works of a 
r e l a t i v e l y  l i t t le -k n o w n  composer w ith some cautionary  thoughts  
designed  to  prevent reasonable  m iscon cep tion s .  I t  could be assumed, 
fo r  in s ta n c e ,  th a t  th e  com posit ions o f  F r i t z  Brase are a l l  in  keeping  
w ith  the popular conception  o f  a t a l l ,  forb idd ing  character  o f  
Prussian  re se r v e  w ith a rep u ta t io n  as something o f  a m artin et .  Much 
o f  t h i s ,  and more, one w i l l  f in d  r e f l e c t e d  in  h is  music. His 
com posit iona l range was capable o f  grea ter  v a r ie ty  than the public  
image would su g g est .  The music o f f e r s  moments of tenderness  born of  
a c r e a t iv e  s e n s i t i v i t y  and i t  fa r  surpasses  mere te c h n ic a l  
s u f f i c i e n c y .
Furthermore i t  could reasonably  be assumed th a t  B rase 's  c r e a t iv e  
a c t i v i t y  was concentrated  on works for  m i l i ta r y  band. This i s  not 
the c a s e .  His com positions cover a wide range of genres and he was 
eq u a lly  a t  home when w r it in g  fo r  f u l l  o rch es tra ,  sa lon  orch estra ,  
piano, and v o ic e .  I t  must be r e c a l le d  th a t  he f i r s t  achieved  
r e c o g n it io n  as a composer, and th a t  a high proportion  o f  the  works 
w r it te n  in  h i s  youth were fo r  o rc h e s tr a .  I t  was h i s  c r e a t iv e  a b i l i t y  
th a t  won fo r  him a p la ce  in  the Musikhochschule in  B er lin  and a ls o  
gained him entry  to  th e  com position  master c l a s s  o f  Dr Max Bruch.
Also m an ifest  a t  t h i s  juncture was h i s  co n s id era b le  a b i l i t y  as a 
conductor. Both p r ior  t o ,  and during, h i s  period o f  study in  B er l in ,  
Brase had acted  as a s s i s t a n t  to  h i s  mentor, P ro fe ssor  Sahla, in  
Biickeburg, conducting the  court orch estra  on o c c a s io n s .  He was to  
r e ta in  a l i f e l o n g  enchantment w ith  the orch estra  both as composer and 
conductor. His f a c i l i t y  as  a performer a l s o  con tr ib uted  to  the  
v a r ie ty  o f  h i s  c r e a t iv e  endeavours; he had th e  advantage o f  being  
a b le  to  perform on p iano, v i o l i n ,  and f lU g e l  horn.
The p r e v a i l in g  p o l i t i c a l  c ircum stances were a fu rther  reason for  
the  c a t h o l i c  range o f  B r a se 's  i n t e r e s t s .  In the  wake o f  the Great 
War, economic r e a l i t y  compelled Brase to  w r ite  a la r g e  quantity  of  
sa lo n  music. His output in  t h i s  genre i s  s u b s ta n t ia l  but i s ,  
s i g n i f i c a n t l y ,  concen trated  between th e  c l o s e  o f  th e  war and h is
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acceptance o f  the I r i s h  appointment.
His e a r ly  years  o f  d om ic ile  in  Ire land  in sp ired  him to  one of
the most c r e a t iv e  p er iods  in  h i s  l i f e .  His enthusiasm f o r ,  and
d ed ica tion  t o ,  the  Army School o f  Music p r o je c t  i s  r e f l e c t e d  in  the  
large  body o f  com positions and arrangements fo r  m i l i ta r y  band which 
he completed a t  t h i s  t im e. Much o f  t h i s  work i s  based on I r i s h  a ir s  
which Brase sed u lo u sly  c u l t i v a t e d  in  h i s  c o n s c ie n t io u s  endeavour to  
meet the r e s p o n s i b i l i t i e s  adumbrated in  L arch et's  o b je c t iv e s  for  the  
sch o o l.  In l a t e r  years B ra se 's  in c r e a s in g  involvement with the  
Dublin Philharmonic S o c ie ty  r e s u l te d  in  a grea ter  emphasis on 
o r c h e s tr a l  com position . A longside th e se  p u b lic  e x p ress io n s  are the  
more in t im a te  and p r iv a te  com positions such as th ose  for  s o lo  piano 
and fo r  piano and v o ic e ,  and a few p o l i t i c a l l y  in sp ired  com positions  
w ritten  in  support o f  the growing power of the N ation al S o c i a l i s t s  in  
Germany.
The ravages o f  war and the t r a n s fe r  o f  the Brase household from
Germany to  Ire lan d  have combined to  deprive us o f  some of B rase 's
com posit ions . Thankfully the  m ajority  o f  h i s  work has surv ived , and 
there i s  s u f f i c i e n t  m a ter ia l  from each area o f  h i s  com positional  
i n t e r e s t  to  enable us to  make an e q u ita b le  assessm ent o f  h i s  c r e a t iv e  
s t y l e  and s ig n i f i c a n c e .
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O R C H E S T R A L  W O R K S
Early O rchestra l Works
B ra se 's  e a r ly  o r c h e s tr a l  works a l l  date from h i s  period in  
Blickeburg which commenced in  1892. These i n i t i a l  com positions were 
w r it te n  w ith the encouragement o f  the  d ir e c to r  o f  th e  F U rstliche  
Hofka p e l l e , P ro fe sso r  Richard Sahla , and were performed by the court  
o rc h e s tr a .  I t  was as a r e s u l t  o f  th e  su ccess  of th e s e  performances 
th a t  Brase rece iv ed  the opportunity  to  study a t  the  S ta a t l ic h e  
Akademische Hochschule fllr Musik in  B e r l in .
The f i r s t  work from the  period  i s  the  M ilitH r-F estouvertllre  
which i s  now l o s t ,  i t  was o r i g in a l ly  scored fo r  m i l i t a r y  band and 
published  by O erte l in  Hannover. However i t  was B ra se 's  p r a c t ic e ,  
not only a t  t h i s  period but throughout h i s  l i f e ,  to  score h i s  larger  
works fo r  both orch estra  and band. Also l o s t  i s  h i s  f i r s t  s u i t e ,
Aus meiner Heimat, which was published  by Wernthal in  B e r l in .  The 
l o s s  o f  t h i s  p ie c e  i s  p a r t ic u la r ly  unfortunate; fo r  i t  i s  l i k e l y  
th a t  t h i s  work, h i s  f i r s t  published  o r c h e s tr a l  com posit ion , was 
l a r g e ly  r e s p o n s ib le  fo r  procuring from Joachim th e  in v i t a t i o n  to  
study in  B e r l in .  The s o le  su rv iv in g  o r c h e s tr a l  com position  i s  a 
second s u i t e ,  H e im atlos , which was completed in  March 1902 ju s t  one 
month before  Brase commenced h i s  m usical s tu d ie s  a t  the  
Musikhochschule. This unpublished work, which s u rv iv es  in  B rase 's  
b e a u t i f u l ly  executed m anuscript, i s  the  f i n a l  work o f  h i s  Blickeburg 
period  and g iv e s  f a i r  in d ic a t io n  o f  h i s  c r e a t iv e  standard immediately  
preceding h i s  years o f  study in  B e r l in .  However th e  f a c t  th a t  the  
s u i t e  was not published su g g ests  th a t  Brase was unhappy w ith  i t .  In 
a hand-w ritten  note  on the manuscript cover , Brase remarks to  the  
e f f e c t  th at  the work i s  the  f r u i t  o f  th a t  period p r io r  to  h i s  term of  
study in  B er lin  and th at  i t  i s  too  h e a v i ly  o r c h e s tr a te d .  Perhaps 
t h i s  note  o f  s e l f - c r i t i c i s m ,  ob v iou s ly  penned a t  a l a t e r  d a te ,  i s  the 
reason why the  work was never p u blish ed . However i t  was performed, 
i t s  premiere being by th e  Blickeburg court o rch es tra  in  February 1903 
under the  d ir e c t io n  o f  P ro fe ssor  Sahla.
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Heimatlos
Notwithstanding B r a se 's  c r i t i c a l  remarks, H eim atlos shows 
c l e a r ly  the  b e n e f i t  o f  e a r l i e r  p r a c t ic e  in  o r c h e s tr a t io n  and g iv e s  
ev idence o f  h i s  f a c i l i t y  as an o rch e s tr a to r  which i s  c o n s i s t e n t ly  the 
s tr o n g e s t  fe a tu r e  of h i s  c r e a t iv e  tech n iq u e .  The s u i t e ,  w r it ten  in  
the key o f  C sharp minor, has four c o n tr a s t in g  movements and i s  
scored fo r  a con ven tion a l symphony o rc h e s tr a .  Perhaps i t  was 
h u m ility  or an awareness of h i s  l i m i t a t io n s  regarding la r g e - s c a le  
formal c o n s tr u c t io n  th at  prompted the d e s ig n a t io n  ' s u i t e ' ,  fo r  the  
ch aracter  and s c a le  o f  the work are symphonic in  nature .
The w eight o f  exp ress ion  th a t  Brase attached  to  th e  work i s  
in d ic a te d  by th e  in s c r ip t io n  a t  the  beg inn ing , ' Ein Fremdling 
U b e r a l l ' (a s tranger  everywhere). The f i r s t  movement bears the  
in d ic a t io n  'mit klagendem Ausdruck' (w ith lamenting e x p r e s s io n ) .  I t  
i s  s tru ctu red  in  the palindromic form, ABCBA. Each s e c t io n  i s  
s e l f - c o n t a in e d  w ith c a r e f u l ly  con stru cted  p assages  l in k in g  one to  
the o th e r .  Marked Sehr langsam, i t  opens w ith a lament d e l iv ered  by 
the s t r in g s  w ith  the v i o l i n s  p lay in g  in  th ir d s  in  t h e i r  low est  
r e g i s t e r  (Example 1 ) .
e x a m p l e 1
This theme i s  tra n sferred  to  woodwind before th e  horns present i t  in  
C sharp major. The ju x ta p o s i t io n  o f  to n ic  major and minor i s  a 
fe a tu r e  o f  th e  work, and o f B r a se 's  com p osit ion a l s t y l e .
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The c o n tr a s t in g  second s e c t io n ,  marked Sehr le b h a ft  (very  
l i v e l y ) ,  f lu c t u a t e s  between the  t o n ic  key and i t s  r e l a t i v e ,  E major. 
I t  opens w ith a woodwind melody o f  a modal character which, together  
with th e  6 /8  time and rhythmic horn in tr o d u c t io n ,  g iv e s  a r u s t i c  
q u a lity  to  the s e c t io n  (Example 2 ) .
EXAMPLE 2
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On each appearance the melody d i s s ip a t e s  through a chromatic  
descending s c a le  over a long bass p eda l.  Chromaticism i s  c e n tr a l  to  
the s u i t e  as i s  the  use o f  the su sta in e d  pedal which i s  overworked in  
t h i s  f i r s t  movement. Another fe a tu r e  o f  h i s  s t y l e ,  which i s  ev ident  
through a l l  h i s  la r g er  com posit ions both fo r  orch estra  and m il i ta r y  
band, i s  the  use o f  short s o lo  arabesques. In the f i r s t  movement the  
s o lo  v i o l i n  in trod u ces  the th ir d  s e c t io n  w ith  a short p enta ton ic  
r e v e r ie  which le a d s  to  the major theme (Example 3 ) .  The ch o ice  o f  D 
f l a t  major fo r  t h i s  theme i s  th e  f i r s t  example o f  B rase 's  penchant 
for  enharmonic r e la t io n s h ip s  which i s  apparent throughout the s u i t e .  
Those m odulations which do not r e l y  on enharmonic r e la t io n s h ip s  tend 
to  be based on higher chromatic chords and are almost in v a r ia b ly  
dramatic in  e f f e c t .
EXAMPLE 4 
J
___________
£ = F
J L — A
f = r
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Example A o f f e r s  one i l l u s t r a t i o n  o f  B r a se 's  dramatic use o f  higher  
chromatic chords. He e n l iv e n s  a ra th er  ordinary cadence w ith a 
co n v en ie n t ly  s p e l t  N eapolitan  s ix t h .  The passage i s  a l s o  in t e r e s t in g  
in  th a t  i t  concludes w ith  a t y p ic a l  r i s i n g  chromatic l i n e  and a 
dominant t h ir t e e n t h ,  both o f  which f e a tu r e  r e g u la r ly  in  B ra se 's  work. 
The example a l s o  demonstrates a youth fu l m is c a lc u la t io n :  in  .the 
penultim ate  bar the major th ir d ,  played by the  f i r s t  trombone, i s  
crudely  struck  a g a in s t  the seventh  o f  the  dominant in  the  oboe.
The underly ing  t r a n q u i l l i t y  of t h i s  s e c t io n  ensures th at  the  
movement i s  based on the ju x ta p o s i t io n  o f  s t r o n g ly  con trasted  
s e c t io n s .  I t  i s  a l s o  n o tab le  as the  on ly  example o f  s u c c e s s f u l ly  
extended melody in  the movement; the o ther id e a s  s u f f e r  from too  
concentrated  a development on l im ite d  m a te r ia l .  Throughout the work 
Brase d is p la y s  a tendency to  o v er - in d u lg e  in  m o tiv ic  development.
The repeated  quavers o f  the second bar o f  the  D f l a t  major theme 
a t t r a c t  co n s id era b le  a t t e n t io n  and are s k i l f u l l y  employed to  return  
to  the l i v e l i e r  second s e c t io n .  But taken o v e r a l l  such concentration  
on in d iv id u a l  id e a s  becomes t iresom e and d e tr a c t s  from the greater  
u n ity  o f  the  work. And Brase was concerned to  u n ify  the  composite  
form of  the s u i t e .  One o f  the t e c h n ic a l  means he uses  to  t h i s  end 
i s  the  arpeggio  f ig u r e  which i s  prominent in  a l l  four movements. The 
second theme o f  the D f l a t  major s e c t io n  i s  based on t h i s  arpeggio  
f i g u r e .
The second movement i s  in  ternary  form and i s  in  th e  s t y l e  o f  a 
scherzo and t r i o .  The boldness of B r a se 's  approach i s  shown in  the  
in tr o d u c t io n  (Example 5) which appears u n l ik e ly  to  herald  a movement 
in  D major, which i s  i t s e l f  an unexpected t o n a l i t y .  Yet through the  
f la t t e n e d  submediant, D major does indeed m a t e r ia l iz e ,  in troducing  a 
theme o f  am bitious range based on the  arpeggio  with a rep ly in g  gapped 
s c a le  (Example 6 ) .
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A number of s u b s id ia r y  themes are heard b efore  Brase le a d s  u s ,  by 
means of an enharmonic change, to  the d is ta n t  to n a l  region  o f  G f l a t  
major for  the t r i o .  The scorin g  i s  a t  f i r s t  l i g h t e r  than the scherzo  
but soon becomes eq u a lly  busy g iv in g  a denseness o f  tex tu re  which 
seems in c o n s i s t e n t  w ith  the character  and pace o f  the movement. A 
g lo c k e n s p ie l  i s  added to  the percu ss ion  s e c t io n  and r in g s  out an 
accompanying arpeggio  f ig u r e  to  the main theme which i s  f i r s t  heard 
on s o lo  oboe (Example 7 ) .
example  7
Solo ob ____ ___
The return to  the scherzo o f f e r s  example o f  B ra se 's  daring  
harmonic approach which proceeds to  an in v er ted  French s ix th  before  
r e s o lv in g  on to  a long dominant pedal ( th e  harmonic path i s  
paraphrased in  Example 8 ) .
EXAMPLE 8
i p J - t fW ojSS.
-a
a t e a
P
m
F i _Q_
The slow th ir d  movement, e n t i t l e d  Heimweh (Homesickness), i s  at  
th e  heart o f  th e  s u i t e .  Brase immediately c o n tr a d ic ts  h is  D f l a t  
major key s ig n a tu re  w ith a r e v e r ie  on so lo  v io la  r i s i n g  from i t s  
lo w est  range by means o f  the arpeggio  (Example 9 ) .
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IEXAMPLE 9
Sehr langsam
The so lo  v io l a  proceeds to  announce the main theme, an extended  
l y r i c a l  melody, in the to n ic  major (Example 10).
The elements o f  the theme o f f e r  Brase scope for  development which he 
accep ts  along w ith p resen t in g  the f u l l  theme in  c l a r i n e t s ,  then 
trombones, and f i n a l l y  in  v i o l i n s .  The accompaniment for each 
annunciation  i s  d i f f e r e n t ,w i t h  th a t  fo r  the f i n a l  statement of the  
melody in  v i o l i n s  being sumptuously f u l l  and chromatic.
Throughout the s u i t e ,  and e s p e c ia l l y  in  the th ird  movement, one 
i s  aware o f  B r a se 's  debt to  Wagner. This i s  p a r t ic u la r ly  ev ident in  
the harmonic resou rce: con stan t chromatic i n f l e c t i o n  of a b a s ic a l ly  
to n a l  s tru c tu re ;  in  the v a r ie ty  o f  phrase len g th  employed not by way 
o f  d ev ia t io n  but as the norm; and in  the avoidance o f  regular periods  
which Brase a ch ie v es  by eschewing cadence p o in t s .  As .a conductor, 
Brase was to  e x h ib i t  a profound re sp e c t  fo r  Wagner, and Heimatlos 
su g g ests  th a t  he was a lread y  acquainted w ith the m aster 's  works. The 
t r i p l e t  movement th at  in trod u ces  the c o n tr a s t in g  second se c t io n  of
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the  th ird  movement i s  rem in iscen t  o f  Wagner's S ie g fr ie d  I d y l l , as 
indeed i s  the climax o f  the s e c t io n  which cu lm inates  in  cascading  
v i o l i n  s c a l e s .  As w ith  the preceding movements, t h i s  co n trast in g  
s e c t io n  i s  marked by a change o f  tempo and key, being in  3 /4  time and 
marked ' Lebhafter und mit le id e n sc h a f t l ic h e m  Ausdruck1 ( l i v l i e r  and 
w ith p a ss io n a te  e x p r e s s io n ) .  The modulation though i s  l e s s  s t a r t l in g  
than u su a l ,  proceeding to  the r e l a t i v e ,  B f l a t  minor. The oboe and 
f l u t e  play the theme' which i s  based on a rhythmic c e l l  from the main 
theme o f  the movement (Example 11) .
EXAMPLE 11
Lebhafter
r y L
f ta
ob,f1 8ve
m
Once more a ternary form i s  revea led  w ith th e  r e p r is e  o f  the i n i t i a l  
s e c t io n ,  and the  return  to  the f i r s t  tempo i s  again su g g est iv e  of  
S ie g fr ie d  I d y l l  (Example 12).
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tEXAMPL E 1 2
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Brase employs a v a r ia n t  of sonata-rondo form for  the  
o rg a n iz a tio n  of the fou rth  and f i n a l  movement. More complex in  form 
than i t s  pred ecessors  i t  a l s o  serv es  to  summarize the s u i t e .  He 
a f fo r d s  us one in s ig h t  in t o  the movement through i t s  morbid 
i n s c r i p t i o n  Verd.orben-Gestorben (d e c l in e  and d ea th ) .  The vigour and 
in s i s t e n c e  of the opening appear to  deny the p o s s i b i l i t y  o f  such a 
f a t e  (Example 13).
EXAMPLE 13
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A companion theme, a ls o  in  the  t o n ic ,  C sharp minor, i s  equally  
e n e r g e t ic  (Example 14).
The advent o f  a c o n tr a s t in g  s e c t io n  i s  again proclaimed by changes of  
key and tempo. A l y r i c a l  E major melody, introduced by v io l in s  
(Example 15), i s  tr e a te d  in  an tiph onal fa sh io n .  I t  too has a 
companion: a ra ther  na ïve  answer again  announced by s tr in g s  
(Example 16).
EXAMPLE 15
Ein w e n i g  r u h i g e r
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The fa s c in a t io n  w ith  enharmonic r e la t io n s h ip s  i s  once more ev ident  
when t h i s  pa ir  o f  id e a s  i s  r e s ta te d  in  D f l a t  major. Towards the end 
of the movement he r e c a l l s  the p lead ing  v io l a  theme from the th ird  
movement. On t h i s  occasion  i t  i s  played by s o lo  c e l l o  and i s  
enharmonically t r a n s la te d  to  th e  to n ic  key o f  th e  s u i t e ,  C sharp 
minor. This i s  fo llow ed  by a r e fe r e n c e  to  the solemn opening theme 
of th e  s u i t e  which h e lp s  to  in t e g r a t e  the whole work. I t  a ls o  
com pletes the c y c l i c  form and s u g g e s ts  th a t  the s tranger  s h a l l  f in d  
no r e l e a s e  in  death , but i s  fa te d  to  e t e r n a l  h om elessness.
The c h ie f  c r i t i c i s m  th a t  can be made o f  Heimatlos i s  th a t  i t  
d is p la y s  too much in d u str y .  I t  i s  too  r i c h ly  o r c h e s tr a te d ,  i t s  
themes are overworked, and the very conception  appears over 
am bitious . In t h i s  r e s p e c t  the  conten t and form would seem to  be 
incongruous. The e x p r e s s iv e  programme of the  p ie c e  demands a 
symphonic trea tm en t . And indeed many o f  the themes are developed in  
such a manner. Yet the form o f  the  in d iv id u a l  movements, with the  
excep tion  of the l a s t ,  i s  more appropriate  to  music o f  a l i g h t e r  
n atu re . A ris in g  from t h i s  i t  i s  in t e r e s t i n g  to  con sid er  what models 
Brase may have employed in  composing h i s  s u i t e .  His debt to  Wagner, 
e s p e c ia l l y  in  r e la t io n  to  harmonic reso u rce ,  has been a llud ed  to  
a lrea d y . A fu r th er  d i s c e r n ib le  in f lu e n c e  i s  th a t  of the lead ing  
German composer o f  th e  day, Richard S tra u ss .  Brase was to  r e ta in  a 
l i f e l o n g  re sp e c t  fo r  the o ld er  m aster, and i t  was l a t e r  one o f  h is  
proudest b oasts  th a t  he had persuaded S trauss  to  conduct during a 
s e r i e s  o f  symphony co n cer ts  w h ile  in  Danzig. B r a se 's  w r it in g  
e x h ib i t s  many te c h n ic a l  s i m i l a r i t i e s  w ith  S tr a u s s ' s  e a r ly  s t y l e ,  but 
i t  i s  in  the  co n s tr u c t io n  o f  Heimatlos th a t  he i s  most indebted to  
the o ld er  master. For the  s u i t e  d is p la y s  a remarkable formal 
resemblance to  S tr a u s s ' s  Second Symphony o p .12, in  F minor. The 
sequence o f  movements i s  th e  same, w ith  the scherzo  and t r i o  being  
placed  before the slow movement. Both works are c y c l i c  in  design  and 
both e x h ib i t  th e  ra th er  crude r e p e t i t i o n  o f  themes from e a r l i e r  
movements. What s t r u c tu r a l  d i f f e r e n c e s  th ere  are would appear to  be 
due to  B ra se 's  more dramatic in te n t io n  as evidenced by the  
programmatic headings o f  the work.
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Many s t y l i s t i c  mannerisms are apparent in  th e  s u i t e .  There i s  
too grea t  a r e l ia n c e  on the r e p e t i t i o n  o f  short phrases which, even 
i f  co loured  by other v a r ia b le s  such as key, tempo, r e g i s t e r ,  and 
in s tru m en ta tion , e v e n tu a l ly  become overworked. The d iv i s io n  o f  the  
movements in to  s tr o n g ly  c o n tr a s t in g  s e c t io n s  soon l o s e s  i t s  nove lty  
as does the frequent use o f  enharmonic m odulations. I t  i s  noteworthy 
how o f te n  Brase r e s o r t s  to  exp ed ien t  f a l s e  n o ta t io n .  The work, in  
s p i t e  o f  i t s  e sp ou sa l o f  chromaticism, not only upholds the d ia to n ic  
system but depends on i t .  Another fe a tu r e  which becomes t iresom e i s  
the use o f  repeated  t r i p l e t  chords in  ritardando p assages .  His 
dependence on the su sta in e d  pedal i s  u n w itt in g ly  c o n s tr ic t in g ;  when 
free d  o f  t h i s  c o n s tr a in t ,  th e  music f low s with g rea te r  e a se .  Such 
c r i t i c i s m s  n o tw ithstan d in g , i t  must be sa id  th at  th e  p ie c e  d isp la y s  a 
remarkable f a c i l i t y  fo r  one so young. The in strum entation  i s  
e s p e c ia l ly  la u d a b le .  I t  i s ,  as Brase s t a t e s ,  too concentrated  a t  
t im e s ,  but p e n c i l l e d  emendations and d e le t i o n s ,  n otab ly  in  re sp ec t  of  
the heavy trombone w r it in g ,  show th a t  he was aware o f  t h i s .  And h is  
i n s t i n c t  for  o r c h e s tr a l  co lour  and tex tu r e  i s  c l e a r ly  apparent. That 
h i s  dual p r o f ic ie n c y  as a composer and conductor was to  b e n e f i t  h i s  
endeavours in  both d i s c i p l i n e s  i s  a lready  d is c e r n ib le  in  t h i s  ear ly  
work.
So what does the  s u i t e  c o n tr ib u te  to  our understanding of  
B r a se 's  e a r ly  c r e a t iv e  promise? I t  r e v e a ls  a p reco c io u s ,  i f  
u n d is c ip l in e d ,  t a l e n t  with a n o ta b le  g i f t  fo r  o r c h e s tr a t io n  and a 
remarkable acquaintance w ith  the harmonic resource o f  the l a t e  
Romantics. I t  a l s o  r e v e a ls  h i s  a b i l i t y  to  master la r g e  fo rce s  and 
su g g e s ts  th a t  the am bitious young m usician would b e n e f i t  from the  
formal course  of m usical in s t r u c t io n  which was about to  commence in  
B e r l in .
Dram atische Ouvertü re
The second o f  th e  su rv iv in g  o r c h e s tr a l  works i s  the Dramatische 
Ouvertüre in  B minor which was completed on 2 November 1902 some 
seven months a f t e r  Brase had commenced h i s  s tu d ie s  in  B er l in .  In 
some r e s p e c t s  i t  i s  s im ila r  to  H e im atlos . I t  i s  dramatic in  
co n cep tio n ,  employs a comparable o rch es tra ,  and i t  too  remained
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unpublished. I t  e x h ib i t s  the  same p ro g r e ss iv e  t r a i t s  but i s  b e tter  
d is c ip l in e d  and s t r u c t u r a l ly  more s u c c e s s f u l .  Brase adopts a free r  
approach in  ordering h i s  m a te r ia l ,  r e ly in g  l e s s  on c la s s i c i s m .  But 
h i s  g r e a te s t  advance i s  in  th e  o r c h e s tr a t io n  which i s  p r o f ic i e n t  and 
f r e e  o f  th e  overe la b o ra t io n  ev id e n t  in  the  e a r l i e r  com position .
Although des ignated  an ov er tu re ,  the  work su g g ests  the in f lu en ce  
of the  symphonic poem, a form a t t r a c t in g  co n s id era b le  a t te n t io n  
through th e  works of Richard S tra u ss .  This i s  i m p l i c i t  in  i t s  
continuous form with various  s e c t io n s  of c o n tr a s t in g  character and 
tempo. But i t s  drama i s  a b s tr a c t ;  Brase n e ith e r  su p p l ie s  nor 
su g g ests  a programme other than provid ing the t i t l e .  There i s ,  
indeed , a p au c ity  of w r it te n  d ir e c t io n s  in  c o n tr a s t  to  H eim atlos , and 
the tempo in d ic a t io n s  are in  I t a l i a n  which d en otes ,  perhaps, the  
in f lu e n c e  o f  h i s  attendance a t  th e  M usikhochschule.
The Dramatische Ouvertüre depends on the c o n t ig u i ty  of opposing  
id e a s .  The s h o r t ,  slow in tr o d u c t io n  i s  fo llow ed  by an e n e r g e t ic ,  but 
eq u a lly  s h o r t ,  theme. The te n s io n  created  by such o p p o s it io n  i s  
heightened  by a c a lc u la te d  use o f  d isson an ce .  The enigm atic f i r s t  
chord, an in v er te d  secondary seventh  announced by oboes, horns, and 
v i o l a s ,  re tu rn s  throughout the p ie c e  and a c t s  both as a dramatic 
g es tu re  and in te g r a t in g  agent (Example 17).
/EXAMPLE 17
I  8  • —
I t s  absent th ir d  i s  supp lied  two bars l a t e r  by the c e l l o s  and double 
b a s se s .
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The v igorous woodwind theme th a t  fo l lo w s  the in tro d u ct io n  
i l l u s t r a t e s  B ra se 's  enduring d e l ig h t  in  chromatic melody 
(Example 18) .
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But t h i s  s e c t io n  i s  c u r ta i le d  by the seventh  chord, complete with  
th ir d ,  in  i t s  f i r s t  in v e r s io n .  There fo l lo w s  a l y r i c a l  melody in  
the to n ic  major played by oboe and accompanied by c l a r i n e t s  and 
bassoons (Example 19).
EXAMPLE 19
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The momentary crude d issonance in  the s ix t h  bar r e v e a ls  some harmonic 
in ex p er ien ce .  This theme i s  developed and then r e s ta te d  by the f u l l  
orch es tra .  The c lo s e  o f  t h i s  period  i s  again marked by the inverted  
seventh , w ith i t s  f i f t h  d im in ished , which h era ld s  the reappearance of 
the chromatic theme in  B minor. I t  i s  t r a n s la te d  to  4 /4  time and 
much extended. I t s  rhythmic v i t a l i t y  i s  in  sharp r e l i e f  with the  
calmer surrounding s e c t io n s .
The cen tre  o f  the work i s  in  the r e l a t i v e  major, D major, and i s  
devoted to  a v i o l i n  melody which has a s u b t le  rhythmic connection  
with the e a r l i e r  oboe theme (Example 20) .
EXAMPLE 20
This melody i s  then extended and tr e a te d  an t ip h o n a lly  w ith the  
combined wind answering s t r in g s .  Brase then r e s o r t s  to  a favoured 
ju x ta p o s i t io n  and p la ce s  the melody in  D minor. I t  i s  rendered by 
the p r ev io u s ly  unheard cor a n g la i s .  The r e s u l t  i s  im press ive  over 
s t r in g  trem olos . But o v e r a l l  th e  e f f e c t  i s  o f  a theme o f  l im ited  
p o s s i b i l i t i e s  being overworked. The s e c t io n  does provide example of 
B rase 's  use o f  h igher chromatic chords. I n  the s t r in g  p assage , quoted 
in  Example 21, he c a r r ie s  the harmonic path from D minor to  the f l a t  
s id e  by means o f  the augumented s ix th  chord on the f la t t e n e d  
su p erton ic .
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A sh ort  C minor re feren ce  to  the l y r i c a l  oboe theme i s  made by 
v i o l i n s  and le a d s  to  a number o f  reappearances of t h i s  melody, each 
time in  a l t e r e d  g u is e .  I t  i s  accompanied by the rhythm ica lly  v i t a l  
chromatic theme. The D major v i o l i n  melody a ls o  undergoes 
transform ation  being heard in  the r e p r is e  in  B major. I t  i s  played  
on t h i s  o ccas ion  by woodwind and brass  (Example 2 2 ) .
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EXAMPLE 2 2
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There i s  a f i n a l  re feren ce  to  the opening chord before the p iece  
draws to  a triumphant c l o s e  in  B major.
Symphony in  D major
Brase composed h is  T ara n te l la  towards th e  end o f  h i s  i n i t i a l  
sojourn in  B e r l in .  I t  i s  s in g u la r ly  r e g r e t ta b le  th a t  t h i s  work has 
not su rv iv ed ,  fo r  i t  seems to  have rec e iv ed  ap p rec iab le  a t t e n t io n .
I t  was p ublish ed  by Parrhysius in  B e r l in .  Happily the l a t e s t  and 
la r g e s t  work o f  the  p er iod , th e  Symphony in  D major, has sürvived  in  
m anuscript. I t  was not p ublish ed . Completed in  October 1905, i t  
provides  us w ith  evidence of the f r u i t s  o f  h i s  study a t the  
Musikhochschule and with an in d ic a t io n  o f  how th ose  s tu d ie s  
in f lu e n c e d  h i s  c r e a t iv e  s t y l e .
Compared w ith  the e a r l i e r  works, the  symphony d is p la y s  a 
remarkable s tr u c tu r a l  coherence. The awkward t r a n s i t i o n s ,  born of  
you th fu l enthusiasm , m anifest in  th e  com positions d iscu ssed  above, 
are rep laced  here by a c a r e f u l ly  wrought d es ig n . Indeed i f  a 
c r i t i c i s m  i s  to  be l e v e l l e d  i t  i s  th a t  the  formal organ iza tion  i s  
achieved  a t  the  expense o f  some n a tu ra l v ib rancy . I t  r e s u l t s  in  a 
work th a t  i s  p r o f i c i e n t  rather than e x c e l l e n t .
Brase u t i l i z e d  c l a s s i c a l  formal s tr u c tu r e s  when approaching the  
daunting p rosp ect  of symphonic com position . The f i r s t  movement i s  in  
co n v en tio n a l sonata form. I t  opens w ith a homophonie theme based on 
a f a l l i n g  syncopated tetrachord  (Example 2 3 ) .
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EXAMPLE 2 3
I t  i s  s i g n i f i c a n t  th a t  the in t e r v a l  of a fourth  i s  s p e l t  out at the  
opening, fo r  i t  i s  in  ev idence throughout the work. The rep ly in g  
s c a le  in trod u ces  the t r i p l e t s  which are a fea tu r e  o f  h i s  s t y l e .  A 
fu rther  c h a r a c t e r i s t i c  fea tu re  i s  the  use o f  the to n ic  pedal heard at  
the beginning o f  the work. I n t e r e s t in g ly  t h i s  i s  a ls o  much used in  
S tr a u s s ' s  Symphony in  F minor re fe rred  to  e a r l i e r .  A g ra ce fu l melody 
in  bassoons and c e l l o s  (Example 24) le a d s  to  the dominant and the  
co n tra s t in g  second s u b je c t .
EXAMPLE 24
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This a t t r a c t i v e  theme i s  f i r s t  announced by c l a r i n e t s  and i s  repeated  
by oboes (Example 25) .
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The s t r in g s  then take the theme to  C sharp minor before a return to  A 
major fo r  a second theme based on the co h es iv e  in t e r v a l  o f  a fourth .  
The development concerns i t s e l f  with p resen tin g  the f i r s t  theme in  a 
s u c c e ss io n  o f  minor k eys. F i r s t  i t  i s  heard in  the u n lik e ly  key o f  C 
minor and then in  F minor. The frequency with which the c i r c l e  o f  
f i f t h s  i s  employed in  the symphony i s  n o t ic e a b le  and i s  a further  
c o n serv a t iv e  f e a tu r e .  The f i r s t  theme o f  the second su b jec t  group i s  
then re ferred  to  and i t  le a d s  to  the r e c a p i t u la t io n .  Brase 
approaches th e  dominant pedal by means o f  a sim ple but e f f e c t i v e  
harmonic path: B minor modulates to  E minor which he t r e a t s  as the  
su perton ic  o f  th e  home key. The r e p r is e  i s  c o n s is te n t  w ith the  
c l a s s i c a l  norm; th e  f i r s t  su b jec t  i s  condensed and fo llow ed  by the  
co n tr a s t in g  group in  the to n ic  key. An im p ress ive  coda, b u i l t  on the  
t r i p l e t  s c a l e ,  rounds o f f  the movement.
The Andante s o s te n u to  in  A major i s  a most assured movement.
I t s  p o is e  emanates from the co n tra s t  between i t s  opening l y r i c a l  
s e c t io n  and the  more probing c e n tr a l  s e c t io n .  The f i r s t  theme i s  
s ta te d  by the s t r in g s  (Example 26a).  I t s  s im i l a r i t y  to  the opening 
theme o f  the f i n a l e  in  S tr a u ss ' s  Sonata in  E f l a t  o p .18 fo r  v i o l i n  
and p ia n o fo r te  i s  p e r c e p t ib le  (Example 26b).
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EXAMPLE 26a
Andante sostenuto
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The a f f i n i t y  may be c o in c id e n ta l ,  but th ere  can be no doubt th at  
Brase, as a v i o l i n i s t  and p ia n i s t  and as an ardent admirer of  
S tr a u s s ' s  com p osit ion s , was acquainted w ith the sonata which was 
w r it te n  some e ig h tee n  years before the symphony. The co n tra s t in g  
c e n tr a l  s e c t io n  i s  b u i l t  around a repeated t r i p l e t  f ig u r e .  I t  a lso  
co n ta in s  a secondary idea  based on a r i s i n g  fo u r th .  The movement 
ends in  g e n t le  repose fo l lo w in g  s tr in g  su sp en sion s  in v o lv in g  the  
f la t t e n e d  and r a ise d  lead in g  note over a to n ic  pedal.
Ternary form i s  re ta in ed  for  the th ird  movement in  D minor which 
i s  a t r a d i t i o n a l  scherzo and t r i o  although i t  i s  not so e n t i t l e d .
The f i r s t  theme, w ith a leap  o f  a fourth  from the a n a cru s is ,  i s  
e n e r g e t i c a l ly  g iven  out by oboe accompanied by c l a r in e t s  and bassoons  
(Example 27 ) .
EXAMPLE 27
Allegro molto
I t = t ì = t
ob
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A secondary theme opens with a leap o f  an octave  and i s  r ep l ied  to  by 
th e  dramatic leap o f  a minor n in th .  The l i g h t l y  scored t r io  
complements the h eav ier  co lour in g  o f  the sch erzo ,  and the movement as  
a whole provides a f in e  example of how adept i s  B ra se 's  management of  
o r c h e s tr a l  w r it in g .  This i s  p a r t ic u la r ly  true  of the woodwind 
sc o r in g .  Brase demonstrates a command of the c h a r a c t e r i s t i c  co lo u rs ,  
and th e  in terp la y  o f  the various instrum ents i s  q u ite  a d r o it .  So too  
the tex tu re  always enhances the movement's lucency .
The f in a l  movement of the symphony i s  th e  A llegro  m a rc ia le  in  
2 /4  tim e. I t  i s  s tru ctu red  in  sonata form, but in  t h i s  case i t  i s  
ex ce ed in g ly  w ell-w rought. The form does not overwhelm the content  
as i s  the case in  the f i r s t  movement. The w r it in g  i s  a ls o  more f lu id  
in  the f in a l e  which owes more to  the great German polyphonic  
t r a d i t io n  than do the e a r l i e r  movements. The m asterly  o rch es tra t io n  
s e r v e s  to  draw a t t e n t io n  to  t h i s  a sp e c t .
The opening does not immediately in trod uce  the to n ic  key o f  D 
major, but rather p resen ts  a f u l l  in trod u ctory  s e c t io n  based on an 
arpeggio  f ig u r e  over a dominant pedal.  I t  i s ,  some 27 bars before the 
to n ic  i s  heard and the f i r s t  theme i s  played by upper woodwind and 
s t r in g s  (Example 28 ) .
EXAMPLE 28
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This theme i s  r i c h ly  harmonized and le a d s  to  E major which opens the  
way fo r  the appearance of a c o n tr a s t in g  theme in  the dominant, A 
major. F ir s t  announced by a so lo  c e l l o ,  t h i s  e sp r e s s iv o  melody a ls o  
opens with the leap  o f  an octave (Example 2 9 ) .
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EXAMPLE 29 
Espressivo
Solo Vc /? /*
I t  i s  then transposed up a th ir d  and played by v i o l i n s  in  C sharp 
minor.
The development i s  both compact and economic in  i t s  use of  
m a te r ia l .  I t  opens in  D minor w ith  arpeggio  f ig u r e s  from the 
in tr o d u c t io n .  No r e fe ren ce  i s  made to  the  p r in c ip a l  theme, rather i t  
i s  the  e s p r e s s iv o  theme th at  i s  examined. I t  i s  f i r s t  heard in  G 
minor. Brase then co n cen tra te s  on one p a r t ic u la r  f ig u r e  from the  
second and th ir d  bar of the theme (s e e  Example 29) which
s i g n i f i c a n t l y  s p e l l s  out a fo u r th .  A dominant pedal heralds the
r e p r i s e ,  but i t  i s  a g e n t le  s ig n a l  w ith none o f  the  in s i s t e n c e  o f  i t s  
f i r s t  movement counterpart or o f  the opening pedal to  the f in a le .
I t s  presence o b v ia te s  th e  n e c e s s i t y  fo r  a rep eat  o f  the in troductory  
passage and the f i r s t  theme reappears im m ediately in  a most d e l i c a te  
fa sh io n ,  on c l a r i n e t s  w ith  a l i g h t  woodwind accompaniment. A t u t t i  
rep eat a llo w s  one f i n a l  glim pse o f  t h i s  theme in  f u l l e r  glory before  
the second theme i s  announced in  the t o n ic .  A modulation of a th ir d ,
corresponding to  th a t  in  the e x p o s i t io n ,  le a d s  to  F sharp minor. The
coda i s  based on arpeggio  f ig u r e s  from the  in tr o d u c t io n  and, in  
c o n tr a s t  to  H e im atlo s , no r e fe ren ce  i s  made to  m a ter ia l  from e a r l i e r  
movements.
The symphony i s  d i f f e r e n t  in  s t y l e  from th e  e a r l i e r  works. 
H eimatlos and th e  Dramatische Ouverture depend on dramatic tens ion  
fo r  t h e ir  conten t and form. They are works n o ta b le  for  th e ir  
em otional verve ,  w ith s tr o n g ly  co n tra sted  s e c t io n s  and s t a r t l in g  
m odulations. B r a se 's  s u ccess  in  the symphony i s  th a t  although  
deprived of th a t  l e v e l  o f  dramatic te n s io n  and confin ed  to a more 
c o n serv a t iv e  p a le t t e  he s t i l l  p resen ts  a com position  th at  i s  coherent  
and c h a l le n g in g .  D esp ite  t h i s  c o n s e r v a t iv e  s t y l e ,  the symphony marks 
a p ro g ress io n .  For B r a se 's  command of th e  exp an sive  gesture i s  now
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complemented by a f a c i l i t y  w ith  a more con ven tion a l and su b t le  
t e c h n ic a l  rep er to ry .  This i s  a l l i e d  to  the g rea ter  d i s c ip l in e  
ev id en t  in  the w r it in g .
B ra se 's  c h a llen g e  in  the symphony was to  combine t h i s  new-found 
resource and d i s c i p l i n e  with h i s  c r e a t iv e  i n s t i n c t .  The work may be 
viewed as an e x e r c i s e  as i t  was composed during h i s  f i n a l  year of  
study in  B e r l in .  In many r e s p e c t s  the work i s  a s u c c e s s ,  and in
parts  i t  d is p la y s  an a r r e s t in g  f lu e n c y ,  although i t  i s  too mannered
to  be considered  echt Brase. And w h ile  i t  i s  no m asterp iece , i t
d eserves  b e t te r  than the n e g le c t  i t  has su ffered  s in c e  B rase 's  death.
Late O rchestra l Works
A ll o f  the o r c h e s tr a l  com p osit ion s w r it te n  a f t e r  B rase 's  
graduation from the Musikhochschule in  B erlin  are here considered as 
l a t e  works. The d i s t in c t io n  i s  not s o l e l y  c h r o n o lo g ic a l ,  for  th ese  
works e x h ib i t  a c o n s is te n c y  o f  approach which rep re se n ts  h i s  mature 
s t y l e .  The period o f  study w ith Max Bruch produced a con serva tive  
technique th a t  was assured and d i s c ip l in e d .  Many fe a tu r e s  remained 
from the e a r l i e r  s t y l e ,  but the youth fu l enthusiasm and p rogress ive  
outlook  were rep laced  by an approach which was more conscious of  
p r a c t ic a l  c o n s id e r a t io n s .  This i s  ev ident both in  the volume and in  
the nature o f  the la t e r  works. B ra se 's  personal circum stances did  
not favour h i s  c r e a t iv e  endeavours and i t  i s  s t r ik in g  th at  he 
achieved  as much as he d id .  His appointment as M usikm eister, upon 
com pletion o f  h i s  s t u d ie s ,  concentrated  h i s  en e r g ie s  on developing  
h i s  s k i l l s  as a conductor, a d m in is tra to r ,  and on w r it in g  fo r  m il i ta r y  
band. A fu r th er  in te r r u p t io n  was occasioned by the traumata which
Brase s u ffe r e d  during, and in  the wake o f  the Great War. In h is
e a r ly  years  in  Ire lan d  h i s  e n e r g ie s  were f u l l y  occupied in  build ing  
the Army School o f  Music and i t s  N o .l  Band, and in  providing a
s u i t a b le  band r e p e r to ir e .  I t  was not u n t i l  h i s  f i n a l  years , when
Brase was a i l i n g ,  th a t  he had the opportunity  to  engage in  o rch es tra l  
com posit ion . I t  i s  some measure o f  h i s  d ed ica t io n  to  t h i s  medium 
th a t  a l l  o f  h i s  s i g n i f i c a n t  l a t e  works are w r it te n  fo r  the orch estra .
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I f  the circum stances o f  the age a f f e c t e d  B r a se 's  c r e a t iv e  
c o n t in u ity  and development, they a l s o  a l te r e d  the nature o f  much of  
h i s  work. P r a c t ic a l  c o n s id e r a t io n s  encouraged Brase to  become more 
con sc iou s  of the popular appeal o f  h i s  com p osit ion s . Although there  
e x i s t s  a un iform ity  between a l l  th e  l a t e  works in  r e la t io n  to  
resource and s t y l e ,  there i s  yet  a d i s t in c t io n  between the popular 
works, designed to  be e a s i l y  approachable, and the  in t im ate  
com posit ions which pose a more profound c h a lle n g e .  An even more 
s u b t le  d i s t i n c t i o n  can be d iscern ed  between th o se  p ie c e s  w r it ten  for  
an I r i s h  audience and th ose  addressed to  the German l i s t e n e r .  But 
even when w r it in g  fo r  a predetermined audience, Brase r e ta in s  a 
d ig n i t y ,  and h i s  music never la p s e s  in to  tawdry nor does i t  en ter ta in  
the f r iv o l o u s .
Brase was as m isfortu n ate  in  h is  emplacements as he was with the  
circum stances  of the age. C ultura l a c t i v i t y  was c u r ta i le d  in  Berlin  
during the  Great War and i t s  afterm ath. Yet the c i t y  enjoyed one of  
i t s  most m u sica l ly  in n o v a t iv e  per iods in  the decade fo l lo w in g  B rase's  
departure. Ire land  could o f f e r  no such st im ulus in  the 1920s.
Indeed to  have adopted a p r o g ress iv e  outlook  would have been to court  
f a i l u r e  in  a c u l t u r a l ly  co n se r v a t iv e  s o c i e t y .  Furthermore, in  the 
fo l lo w in g  decade B ra se 's  sympathies lay  w ith a German regime which 
was in im ic a l  to  a r t i s t i c  adventure. Thus w hile  out o f  step  with  
contemporaneous m usical developments, Brase was in  keeping with the  
popular, or dominant, c u l t u r a l  e t h i c .  The a r t i s t i c  r e s t r a in t s  
imposed by the N ationa l S o c i a l i s t s  d ou b tless  con tr ib uted  to  the high  
standing  o f  B r a se 's  music in  Germany. But in  turn such an 
a s s o c ia t io n  condemned i t  to  v ir t u a l  ob scu r ity  fo l lo w in g  the f a l l  of  
th e  Third Reich.
Such f a c t o r s  combined to  ensure th at  the l a t e  works are  
c o n se r v a t iv e  in  s t y l e .  He never sought to  extend the resources  
imparted to  him by the l a t e  Romantics. The c o n s is te n c y  of h i s  
approach d e r iv es  from h is  assurance working w ith in  th ose  means. One 
o f  the c h ie f  c h a r a c t e r i s t i c s  of t h i s  s t y l e  i s  a t y p ic a l ly  Germanic 
preoccupation  w ith manner a t  the expense o f  m atter . The d i f f i c u l t y  
o f  o r g a n iz a tio n  posed a p a r t ic u la r  problem for  Brase, and was one he 
r e so lv e d  by r e ly in g  on con ven tion a l formal s t r u c tu r e s .  In t h i s
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r e sp e c t  he was a t r a d i t i o n a l i s t  by n e c e s s i t y .  However, on occas ion s  
th ere  e x i s t e d  a d iscrepancy between con ten t and form. Sometimes a 
s tr u c tu r e  i s  imposed which ser v e s  to  c o n s t r i c t  rather than enhance 
the them atic  m a te r ia l .  His i n a b i l i t y  to  develop id ea s  i s  a further  
impediment. He compensates for  t h i s  by being over ly  d is c u r s iv e ,  
although t h i s  tendency becomes l e s s  pronounced as he matures. His 
s tr e n g th s  too  d ic ta te d  h i s  ch o ic e  o f  forms. His dramatic and 
e p is o d ic  manner o f  exp ress ion  were b es t  served by c y c l i c  forms. Thus 
the s u i t e  i s  the genre which occurs most freq u en t ly  throughout h is  
c r e a t iv e  l i f e .  In d iv id u a l movements tend to  be s tr o n g ly  s e c t io n a l  or 
are based on sonata form or v a r ia n ts  which f a c i l i t a t e  programmatic 
e x p r e ss io n .  A longside the use o f  such con ven tion a l p a tte r n s ,  Brase 
employs the formal s t r u c tu r e s  o f  var ious  dances and the march. He 
was w e l l  acquainted with popular dances having w r it te n  many in  h is  
f i n a l  years in  B e r l in .  Both s t y l i z e d  and fo lk -d a n ce  rhythms and 
forms co n tr ib u te  to  h is  l a t e  works. He a l s o  e x c e l le d  in  w r it in g  
marches, and the march s tr u c tu r e ,  a ternary form w ith a co n trast in g  
c e n tr a l  ep isode  o f te n  in  the subdominant, i s  e v id e n t ly  a further  
in f lu e n c e  on h i s  formal d e s ig n s .
S tru c tu ra l c o n s id e r a t io n s  are p a r t ic u la r ly  apparent in  r e la t io n  
to  the s e t t i n g s  o f  I r i s h  music. Brase was d i l i g e n t  in  h is  espousal  
of  the n a t iv e  m usical h e r i ta g e .  But he was l im ite d  in  h is  cho ice  of  
s o lu t io n s  to  the b as ic  quandry o f  accommodating short symmetrical 
a i r s  w ith in  a la r g e r  framework. He eschewed v a r ia t io n  form and h is  
r e s t r i c t e d  powers o f  development precluded d e ta i l e d  examination of  
themes. Brase re so lv e d  th e  q u estion  by employing another e p iso d ic  
form, the rhapsody. His s e t t i n g s  o f  I r i s h  a i r s  were c r i t i c i z e d  by 
some as being in a p p ro p r ia te .  This was on occas ion  a v a l id  
percep tion ;  the a l l i a n c e  o f  t r a d i t i o n a l  melody and B rase 's  
determ inate resource  was not in v a r ia b ly  e f f i c a c i o u s .  However he was 
anxious to  p reserve the character  o f  h i s  su b je c ts  and t h i s  concern 
becomes in c r e a s in g ly  apparent as he matures. And he was never  
in s o u c ia n t  or unresponsive  to  t r a d i t i o n a l  melody; h i s  f a u l t  lay  in  
h i s  o v er -z e a lo u s  treatm ent. At f i r s t  he was dependent on others  for  
th e  p r o v is io n  o f  source m a ter ia l  fo r  h i s  f a n t a s ia s  and other  
arrangements. Consequently many o f  the fo lk son g  a i r s  he s e t  were
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already  f a m i l ia r .  While Brase was not cu lp ab le  for t h i s  s i t u a t io n ,  
at l e a s t  i n i t i a l l y ,  he was s t i l l  not in  accord with L arch et's  
o r ig in a l  d e s ir e  to  see  the bandmaster play an a c t iv e  part in  
c l a s s i f y i n g  and arranging th a t  la r g e  part o f  the h er ita g e  which was 
not w id e ly  known. In 1937 Brase sought reso u rces  to  enable him to  
devote more time to  the c o l l e c t i o n  and s e t t i n g  o f  fo lk son g . His 
req u est  was r e f u s e d .1
I t  i s  conspicuous throughout the l a t e  com positions th a t  the  
dramatic impulse i s  fundamental to  to n a l r e la t io n s h ip s .  Keys are 
chosen fo r  t h e ir  e x p r e ss iv e  e f f e c t  which r e s u l t s  in  the d i s t i n c t i v e l y  
strong o p p o s i t io n s  o f  t o n a l i t y .  But c o n s id e r a t io n s  of key are in  
them selves  o f  secondary importance in  th e se  works. S tru ctu ra l  
t o n a l i t y  i s  designed to  serve  the them atic c o n tr a s ts  and both 
g e n e r a l ly  conform to  a ternary  p lan . However i t  i s  n o t ic e a b le  how 
o f te n  Brase employs t o n a l i t y  to  s o f te n  them atic  d i s t in c t io n  by 
r e s t a t in g  the c o n tr a s t in g  theme in  the r e p r i s e .  The only key 
a s s o c ia t io n  th a t  appears to  have any independent s ig n i f ic a n c e  for him 
i s  th e  r e la t io n s h ip  o f  a th ir d .
The harmonic resource  i s  eq u a lly  uniform in  th ese  com positions.  
Brase employs a r i c h ,  a l b e i t  c o n se r v a t iv e ,  vocabulary in h e r i te d  from 
the l a t e  Romantics. I t  in c lu d e s  an im p ress ive  array o f  higher  
chromatic chords which en ab les  him to  w r ite  running chromatic l i n e s .  
This use o f  the chromatic i s  always e x p r e ss iv e  and i s  most pronounced 
in  h i s  f i n a l  s u i t e ,  Episoden. However B r a se 's  com positions never 
contem plate the d i s s o lu t io n  o f  the to n a l  system , and a l l  h i s  
chromatic movement i s  c a r e f u l ly  s e t  a g a in s t  a s ta b le  ton a l  
background. He was not a g i f t e d  m elodic w r ite r  and few o f h is  
m elod ies  are p a r t i c u la r ly  memorable. There are few examples o f  
extended melody. O vera ll they are c o n s tr ic te d  by being too harmonic 
in  con cep tio n . Thus h i s  esp ou sa l o f  I r i s h  music proved b e n e f ic ia l  
in  th a t  i t  provided him with a corpus of melody whose very e x is te n c e  
was testim ony to  i t s  q u a l i t y .
A tten tio n  has a lready  been drawn to  B r a se 's  a b i l i t y  as an 
o r c h e s t r a t o r . This f a c i l i t y  i s  ev id en t throughout th ese  l a t e  works 
and i t  remains one o f  the f i n e s t  elem ents o f  h i s  c r e a t iv e  technique.
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Westfalen
The u n fin ish ed  s u i t e  W estfa len  i s  the f i r s t  o f  the la t e  
o r c h e s tr a l  works. I t  was p ro jec ted  as a four-movement work but only  
two were completed in  spring  1912. Consequently i t  remained 
unpublished, but the manuscript in d ic a te s  th a t  i t  was to  be dedicated  
to  the F i r s t  H eeresm u sik in sp iz ien t , Theodor Grawert. The ded ication  
r e f l e c t s  th e  c l o s e  r e la t io n s h ip  between the two men who were at t h i s  
time connected through B r a se 's  marriage to  E liz a b e th ,  Grawert's n iece  
and ward. The t i t l e  r e f e r s  to  the  fa c t  th at  Brase had, in  h is  f i r s t  
appointment as bandmaster, succeeded Grawert a t  the In fa n te r ie  
Regiment 13 in  Mllnster, W estphalia .
The f i r s t  movement i s  a s t y l i z e d  march w ith an in te r e s t in g  
s tru c tu re  th a t  d er iv es  from th e  t r a d i t io n a l  ternary form of  the march 
and from sonata-rondo form. The f i r s t  s e c t io n  c o n s t i t u t e s  an 
abridged sonata form. I t  opens with a m ed ita t iv e  theme which 
tr a v e r se s  an octave  before extend ing  i t s  range (Example 30) .
EXAMPLE 30
This i s  one of h i s  most d i s t i n c t i v e  themes, p o sse s s in g  both melodic 
and rhythmic i n t e r e s t  and th o se  elem ents of drama and energy which 
are t y p ic a l  o f  h i s  manner o f  w r i t in g .  Presented by unaccompanied 
c l a r i n e t s  and v i o l a s ,  i t  s u g g e s ts  a march th a t  i s  far removed from 
the m i l i t a r y  examples o f  which Brase was a master. A con trast in g  
homophonic theme i s  presented  in  the dominant, C minor. Both themes 
are b r i e f l y  developed in  a s e c t io n  la s t in g  j u s t  20 bars which i s  
s u f f i c i e n t l y  long  to  a llow  the second theme to  be heard in  G f l a t  
major. This enab les  an e x p e d it io u s  return to  the home key through
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the N eapolitan  s ix t h .  The s e c t io n  c l o s e s  with a r e p e t i t io n  o f  the  
main themes in  the t o n ic ,  fu rn ish in g  a rounded, i f  m in iature sonata  
form. The second and c e n tr a l  s e c t io n  o f  the movement fo l lo w s  
im m ediately. I t s  t o n a l i t y  i s  a major th ird  lower, D f l a t  major. The
theme, in  c o n tr a s t  to  the opening m elodic idea  of the  march, i s  
e s s e n t i a l l y  harmonic in  conception  and the very progress  to  the to n ic  
of  the s e c t io n  forms part of the  theme (Example 3 1 ) .
EXAMPLE 31
Tempo rubato
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The meandering f i r s t  su b jec t  in tru d es  in  D f l a t  major su ggest in g  a 
rondo form. I t  i s  then heard a th ir d  lower in  B f l a t  minor before  
retu rn ing  to  i t s  home t o n a l i t y  fo r  an abbreviated  r e p r is e  of the  
opening s e c t io n .  The movement concludes w ith the statem ent of the  
second theme which i s ,  on t h i s  o cca s io n ,  m odified to  form a chain of  
dim inished chords lead ing  to  a b lu s te r y  r e s o lu t io n  in  F major.
B r a se 's  p r e d i l e c t io n  fo r  diminished chords i s  apparent throughout h is  
co m p o s it io n s .
The second movement in  A major e n t i t l e d  Intermezzo presen ts  
another example o f  B ra se 's  fondness for  ternary form. The 
symmetrical f i r s t  su b jec t  i s  announced by c l a r in e t s  and i t s  
e s s e n t i a l l y  rhythmic character  i s  observab le  in  i t s  f i r s t  two-bar
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phrase (Example 32),
EXAMPLE 32
Z  V  , T . it •1 1 a T > ; ♦—---------1r-t• - ; .
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Brase employs a fa v o u r ite  mannerism by r ep ea t in g  the theme in  the  
to n ic  minor. He proceeds to  examine the rhythmic p o s s i b i l i t i e s  of  
t h i s  theme and i s  con ten t  to remain in ,  or c l o s e  to ,  the home key.
The same harmonic r e s t r a i n t  i s  shown in  the ch oice  o f  key for  the 
opening o f  the co n tr a s t in g  c e n tr a l  s e c t io n .  The s e le c t io n  o f  F sharp 
minor i s  one fu rth er  example o f  B r a se 's  p a r t i a l i t y  fo r  r e la t io n s h ip s  
of  a th ir d .  Another s t y l i s t i c  t r a i t  i s  p e r c e p t ib le  in  h is  ch o ice  of  
instrum ents to  d e l iv e r  the e x p r e s s iv e  f i r s t  theme. The r ich  upper 
s t r in g s  of the c e l l o  are doubled by the p e n e tr a t in g ly  n asa l higher  
r e g i s t e r  o f  the bassoon, and to g e th er  they p lay  a c a n ta b ile  melody 
(Example 3 3 ) .
EXAMPLE 33
Con espressione molto
a f e
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The e r s tw h ile  harmonic r e t i c e n c e  i s  d iscarded  when an enharmonic 
t r a n s la t io n  in trod u ces  a su b s id ia ry  m otif  o f  w hispish  character in  D 
f l a t  major (Example 3 4 ) .
A short ep isode  ensues before a t u t t i  return  o f  the c a n ta b i le  melody 
in  F sharp minor. This in  turn le a d s  to  a r e p r is e  of the f i r s t  theme 
in  the home to n ic  which i s ,  on t h i s  o c c a s io n ,  enhanced by a c la r in e t  
co u n te r s u b je c t .
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Ir la n d ia
I t  was some 20 years before Brase composed h is  next o r ig in a l  
o r c h e s tr a l  work. In the in terv e n in g  years he had l o s t  h is  son, 
experienced  the trauma of  the Great War, and had adjusted  to  a new 
l i f e  and fr e sh  c h a lle n g e s  in  Ire lan d . These upheavals were la r g e ly  
re sp o n s ib le  fo r  the l u l l  in  h i s  o r c h e s tr a l  output. However he was 
not t o t a l l y  i n a c t i v e .  During the period he arranged fo r  orch estra  
many of h i s  com positions o r i g in a l ly  w r it ten  fo r  other combinations. 
Such works are d iscu sse d  here in  t h e ir  o r ig in a l  forms.
The s u i t e  I r la n d ia , ded icated  to  John Count McCormack and 
completed in  1932, r ep re se n ts  one of B ra se 's  popular works in  the  
sen se  th at  i t  i s  designed to  be immediately a c c e s s ib l e  and p lea s in g .  
Such an approach im p lie s  a c e r ta in  c r e a t iv e  c o n s t r ic t io n .  So too  
does the fa c t  th a t  th e  work was w r it te n  fo r  performance by the  
orch estra  of th e  Dublin Philharmonic S o c ie ty ,  a la r g e ly  amateur body 
w ith t e c h n ic a l  l i m i t a t i o n s .  I t  i s  a work which i s  further  
circum scribed by i t s  very purpose. And th a t  purpose does not accord  
with the tu rg id  t i t l e  which appears to  propose a work evoking a 
n a t io n a l  s p i r i t .  The a f f i n i t y  o f  the t i t l e  w ith  th at  of S i b e l i u s ' s  
F in lan d ia  s u g g e s ts  an analogy between the two works. But they have 
l i t t l e  in  common. I r la n d ia  i s  not based on o r i g in a l  m elod ies ,  but on 
popular I r i s h  fo lk so n g s ,  and by chosing a four-movement s u i t e ,  Brase 
p resen ts  not a s in g le  p ic tu r e  but a s e r i e s  of images. Furthermore 
th ere  i s  no attem pt to  a s s o c ia t e  the in d iv id u a l  movements. With the  
excep tion  o f  the d iv i s i o n  in to  movements, the  work i s  c o n s is te n t  in  
s t y l e  w ith  the s ix  band f a n t a s i a s .  In sh ort  i t  i s  a work o f  l im ite d  
purview. But w ith in  i t s  c o n f in e s  i t  i s  s u c c e s s f u l .  I t  was c e r ta in ly  
adjudged so by the audience that attended the f i r s t  performance given  
by the Dublin Philharmonic S o c ie ty  on 26 November 1932, under the  
d ir e c t io n  o f  the composer. The music c r i t i c s  o f  the n a t io n a l  
newspapers recorded the  e n t h u s ia s t i c  rec ep t io n  afforded  the work.
The f i r s t  movement in  C major i s  a c le v e r  co n stru ct io n  employing 
four d i s t i n c t  themes. The c e n tr a l  theme i s  Molly McAlpine b e tter
known by the t i t l e  o f  the poem s e t  to  the a ir  by Thomas Moore,
2
Remember the G lo r ie s  o f  Brien the Brave. A ccordingly the movement
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i s  e n t i t l e d  Brien the Brave. The grand opening maestoso makes 
re feren ce  to  t h i s  theme and a ch iev es  a sp a rse ,  d ro n e - l ik e  e f f e c t  with  
a su c c e ss io n  o f  c o n secu t iv e  p e r fe c t  f i f t h s .  The in trod u ction  i s  
fo llow ed  by a popular j i g  in  A major (Example 35a) which i s  a variant  
of Rory O'Moore the double j i g  noted by Francis  O 'N e il l  in
3
The Dance Music o f  Ire lan d  (Example 35b).
EXAMPLE 35a 
Allegro vivace
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This j i g  i s  harmonized sim ply. The accompaniment never d e tra c ts  from 
the n atu ra l grace o f  the a ir  which i s  d e l iv e r e d  by v i o l i n s .  I t  i s  a 
t y p i c a l l y  symmetrical dance, f a l l i n g  in to  four-bar phrases. A 
co n tra s t in g  a i r ,  which a l t e r n a t e s  between sim ple and compound duple 
tim e, lea d s  to  a f u l l  statem ent o f  Remember the G lor ies  in  C minor. 
Brase pays due r e sp e c t  to  the n o b i l i t y  o f  the  theme by p lac ing  i t  in  
trumpets, horns, and trombones w ith a r ic h  accompaniment. I t  i s  
fo llow ed  by the r e e l .  Drowsy M aggie.which provides a con trast  and a 
l i g h t e r  o r c h e s tr a l  te x tu r e .  Each o f  the themes makes one further  
appearance and Brase r e s o lv e s  the problem of  r e c o n c i l in g  a modal 
theme and a major t o n a l i t y  by concluding not with  
Remember the G l o r i e s , but with the r e e l .
The dance i s  a ls o  c e n tr a l  to  the second movement. The
Londonderry C lo g , which g iv e s  i t s  name to  the movement, i s  an
exuberant hornpipe. The rhythmic energy o f  the movement i s  ev ident  
in  the in tr o d u c t io n  which p lays  on a dim inished chord and g iv e s  no 
in d ic a t io n  o f  the home t o n ic ,  F major. B r a se 's  penchant for  
e u p h u is t ic  exord ia  i s  even more pronounced in  h i s  com positions for  
m il i ta r y  band. But the mannerism can be recognized  in  I r la n d ia .
Such s e c t io n s  are o f te n  b lu s te r y ,  but in  B r a se 's  favour i t  must be
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recorded th at  they  are always germane to  the movement, e i th e r
der iv in g  from an element o f  a major theme or in troducing an idea  of
some consequence. Much o f  the a t t r a c t io n  o f  the second movement
emanates from th e  q u a l i ty  of the hornpipe tune which i s  b u i l t  on an
arpeggio f ig u r e  (Example 3 6 ) .
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I t  i s  succeeded by a second dance, O'Dwyer's Hornpipe. This too i s  
fash ioned  from an arpeggio  and i s  s ta te d  in  the subdominant. The 
movement i s  unusual in  th a t  the major themes are analogous. A short  
c e n tr a l  ep isode  brings r e l i e f  from the i n s i s t e n t  dotted  rhythm. This  
i s  in  G minor, a th ir d  lower than the prev ious s e c t io n .  Brase then 
sw itch es  c h a r a c t e r i s t i c a l l y  and s t a t e s  the second hornpipe in  G 
major. Even in  such a movement B rase ' s attachment to  conventional  
formal s t r u c tu r e s  i s  e v id e n t ,  for in  the r e p r is e  both hornpipes are 
presented in  the  to n ic  key su ggest in g  a m odified and abridged sonata  
form. The movement concludes with a v igorous coda which in trod u ces  a 
short re fe ren ce  to  the f i r s t  phrase o f  Let Erin Remember in  brass  
a g a in s t  the rhythmic p a ttern  of the hornpipe in  woodwind and s t r in g s .  
One o f  the most c e le b r a te d  o f  Moore's m elod ies ,  t h i s  a ir  was the main 
theme o f  B r a se 's  f i r s t  and most popular fa n ta s ia  for m i l i ta r y  band. 
However i t s  in tr o d u c t io n  on t h i s  o ccas ion  i s  an unfortunate  
m is c a lc u la t io n ,  fo r  a lthough c l e v e r ly  conceived  i t  appears to  serve  
l i t t l e  m usical fu n c t io n  and i s  a rather empty g es tu re .  Brase was 
l a t e r  to r e v i s e  t h i s  movement fo r  in c lu s io n  in  another o r c h e s tr a l  
work. The r e v i s i o n ,  which i s  d iscu ssed  below, omits the re feren ce  
to  Let Erin Remember and i s ,  o v e r a l l ,  a con s id erab le  improvement.
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The th ird  movement i s  g iven  in  f u l l  as  Appendix A to  t h i s  
volume. I t  prov ides ev idence  o f  much th a t  i s  good, and much that was 
c r i t i c i z e d  in  B ra se1s s t y l e .  The r ich n e ss  of the harmonic resource  
supports th o se  who contended th at  he brought to  bear on I r is h  
m elodies too Germanic a treatm ent. On the other hand the  
o r c h e s tr a t io n  i s  handled w ith t y p ic a l  a u th o r ity .
Brase s u b t i t l e s  t h i s  movement 'A Love Song1 and i t  i s  based on 
another o f  Moore's m elod ies . B e l ie v e  me. i f  a l l  th o se  Endearing Young 
Charms. He r e s o lv e s  the o r g a n iz a t io n a l  problem of  d ea lin g  with such 
a well-known a ir  by a l t e r n a t in g  i t  with an o r ig in a l  theme. His tempo 
in d ic a t io n  fo r  the f i r s t  theme. Andante con moto. appears w e ll-ch o sen ,  
but i t  does not accord w ith the s trange metronome marking (J = 72-76)  
which i f  fo llow ed  would produce a laboured r e s u l t .  However the  
second theme does req u ire  a l i t t l e  more time to  s in g .
I t  opens w ith  a short in tro d u ct io n  which recurs throughout the  
movement l in k in g  the var ious  s e c t io n s .  The gapped s c a le ,  so 
prominent a fea tu r e  o f  I r i s h  music, i s  ev id en t  in  the f a l l i n g  
sem iquavers, and t h i s  m otif  a ls o  fe a tu r e s  in  the coda. The main 
theme i s  presented  by s t r in g s  w ith a r ic h  harm onization. The second  
part of the a ir  i s  tra n s fe r r e d  to  c l a r i n e t s  and bassoons. The th ird  
bar of t h i s  phrase (Appendix A, page 3 , bar 3) con ta in s  an harmonic 
misjudgement. B r a se 's  p e n c i l l e d  q u estion  mark in d ic a t e s  th a t  he 
r e a l iz e d  t h i s .  In a subsequent r e v i s io n  o f  the s e c t io n ,  Brase not 
only corrected  the  err o r ,  but made the s t r in g  w r it in g  even more dense 
and added a part fo r  harp ( th e  opening o f  the r e v i s io n  i s  g iven as 
Appendix B ) .
The oboe in tro d u ces  the  su b s id iary  theme (A, 4 , bar 2 ) .  This 
b eg in s ,  almost t im id ly ,  w ith in  the range o f  a fourth  but p resen t ly  
expands by r i s i n g  s c a le  p assages  in  oboe and then in  v i o l i n  and 
f l u t e ,  to  r ev e a l  a probing melody o f  e x p r e s s iv e  q u a l i ty .  The 
i n t e n s i t y  i s  enhanced by the c a lc u la te d  use o f  u n e s s e n t ia l  n otes  on 
a cce n ts  which produces a s u c c e s s io n  o f  e loquent d isson an ces .  The 
modulation which Brase e f f e c t s  a t  th e  end o f  t h i s  passage i s  t y p ic a l  
o f  h i s  s t y l e  (A, 5 , bar 3 - 4 ) .  He in te r r u p ts  a return from C sharp 
minor to  the to n ic  and enharm onically  t r a n s la t e s  a chromatic chord on
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the sharpened fou rth  degree o f  E major to  a dominant seventh  in  F 
major. The in tr o d u c t io n  s e c t io n  confirm s the new t o n a l i t y  before the  
su b s id ia r y  theme i s  r e s t a t e d ,  opening w ith the a t t r a c t i v e  combination  
o f  horns and c e l l o s .  Again i t  i s  a short r e fe ren ce  and another  
t r a n s i t i o n ,  corresponding to  th a t  o u t l in e d  above, le a d s  to  a key a 
fu r th er  semitone h igh er .  The main theme i s  r e s ta te d  with chromatic 
a l t e r a t io n  and rhythmic v a r ia t io n .  The G f l a t  major s e c t io n  reaches  
th e  chord of the dominant n in th  which Brase t r e a t s  as an 
enharm onically a l t e r e d  su perton ic  chromatic n in th  in  B major. A fter  
the change o f  key s ig n a tu r e ,  he r e s o lv e s  t h i s  on to  an inverted  
su perton ic  seventh  and subsequently  to  a dim inished seventh  on the  
same degree. The s t r in g s  then p lay the opening o f  the th ird  phrase  
o f  the main theme in  d im inution . This sm all c e l l  i s  repeated as the  
tempo becomes more a g i t a t e d .  The return to  E major provides  
a d d it io n a l  ev idence o f  B r a se 's  harmonic s t y l e .  The dominant seventh  
of F major (A, 13, bar 3) i s  t r e a te d  enharm onically  as a seventh  
chord on the sharpened fou rth  degree o f  E major. The bass f a l l s  a 
semitone to  a 4 -2  which p ro g resses  by fu r th er  downward s tep s  to  
confirm the return to  the t o n ic .  The main theme i s  a l te r e d  to  3 /4  
time and i s  played by woodwind and brass w ith  a running s tr in g  
accompaniment. The gapped s c a le  from th e  in tr o d u c t io n  i s  used to  
l in k  th e  end o f  the second phrase to  the beginning o f  the th ird  
(A, 16, bar 4 - 5 ) .  The su b s id ia r y  theme i s  heard one f i n a l  time in  
bassoons and trombones b efore  th e  gapped s c a le  i s  played by f l u t e s ,
v i o l i n s ,  oboes, and c l a r i n e t s  over a su sta in e d  to n ic  pedal.  This
p en ta to n ic  phrase, a l l i e d  to  the mild d issonan ce  o f  the added s ix th  
in  f i r s t  bassoon and c e l l o s  (A, 21, bar 2 ) ,  g iv e s  the s e c t io n  a 
d i s t i n c t  Mahlerian f e e l .  Throughout, th e  mood becomes in c r e a s in g ly  
tender w ith a corresponding l ig h te n in g  o f  the  t e x tu r e .  The f i n a l  
t r i p l e t  arp egg ios  in  th e  harp r e c a l l  the  compound time and melodic  
s tr u c tu r e  of the main theme.
The fourth  and f i n a l  movement i s  s u b t i t l e d  'The Dance o f  F a te ' .  
The name i s  taken from the f i r s t  theme, a duple time dance c a l le d
The Fate R e e l . The t i t l e  i s  B r a se 's ,  but the rhythm o f  the dance i s
th a t  of the polka ra th er  than the r e e l .  I t s  entry  i s  preceded by a 
t y p ic a l  in tr o d u c t io n ,  a su c c e ss io n  of dim inished chords lead ing  to  
the dominant (Example 3 7 ) .
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E XAMPLE 3 7
This i s  fo llow ed  by a t r i p l e t  s t r in g  passage which momentarily 
s u g g e s ts  a p en taton ic  mode. This i s  ju s t  one o f  a number of d ev ices  
used to  confer  an a u th en tic  I r i s h  f la v o u r .  The passage i s  arrested  
by an augmented s ix th  which r e s o lv e s  on to  th e  dominant and prepares  
for  the entry  of th e  r e e l  in  the home t o n ic ,  D major. This d iv id e s  
sym m etrica lly  as do the o ther dances in  th e  s u i t e  and i t  i s  trea ted  
w ith  s im ila r  harmonic s im p l ic i t y  (Example 3 8 ) .
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The r e la t io n s h ip  o f  a th ir d  i s  employed to  in troduce a second dance
theme in  B f l a t  major. This i s  repeated in  the home t o n ic .  The
th ir d  theme i s  p itched  a fu r th er  th ird  lower in  G major. I t  i s
prefaced by co n secu t iv e  open f i f t h s  in  the s t r in g  in strum ents ,
rem in iscen t  both o f  drones and the tuning o f  f i d d l e s .  This i s  yet
another bow to  a u t h e n t i c i t y .  In c a n ta b i le  s t y l e ,  and marked
Poco piu l e n t o , the c e l l o s  and v i o l i n s  play in  unison the popular
4
air .  Down by the S a l ly  Gardens. Brase regarded t h i s  melody h ig h ly ,  
and i t  may w e l l  have been included  as a t r ib u t e  to  th e  d e d ica tee ,
John McCormack. McCormack r e g u la r ly  performed the a ir  although  
he did not record i t  u n t i l  1941, w ith  Gerald Moore as accompanist.
I t  was however a f i t t i n g  a ir  with which to  complete the s u i t e .  
Elements from the theme are b r i e f l y  developed b efore  i t  re tu rn s  in  
the  to n ic  played by woodwind and b rass .  The f ig u r e  from the f i r s t  
two bars o f  the melody i s  used to  bu ild  an im press ive  coda which 
brin gs  the s u i t e  to  a c l o s e .
I r i s h  Dances
Further o r c h e s tr a l  com posit ions were a l s o  based on t r a d i t io n a l  
I r i s h  a i r s ,  but they were w r it te n  with a German audience in  mind. 
B r a se 's  e x p lo i t s  in  Ire lan d  were w e l l  p u b l ic iz e d  in  h i s  n a t iv e  land.  
His p o s i t io n  as a German m usician , and h i s  advocacy o f  German music, 
earned him wide re sp e c t  as  was in d ica te d  by th e  d ecoration  awarded 
him by the Reich C han ce llor , H i t l e r ,  in  May 1 9 3 6 .5 His com positions  
aroused s im ila r  i n t e r e s t  and he e x p lo i te d  t h i s  by p u b lish in g  popular 
arrangements o f  I r i s h  a i r s .  Consequently such works are o f  a l i g h t e r  
c h a ra c te r .  While not o f  a profound nature, they are immediately  
a t t r a c t i v e  and e x h ib i t  an i n t e l l i g e n t  use o f  the  orch estra  w ith a 
r e s tr a in e d  harmonic resou rce  which never occ lu des  the n atu ra l charm 
o f  the  o r ig in a l  a i r s .
This i s  tru e  o f  the s e t  o f  two I r i s h  dances published  by 
P arrhysius  in  1938. I r i s h  Dance N o . l , The Londonderry C log , i s  a 
reworking o f  the second movement o f  I r la n d ia . Both content and form 
b e n e f i t  from t h i s  e x te n s iv e  r e v i s io n .  The d otted  rhythm o f  the  
in tr o d u c t io n  i s  r e ta in e d ,  but the chordal sequence which fo l lo w s  i s
-39-
more d ir e c t  and c o n c ise .  Follow ing the f i r s t  statem ent of the  
hornpipe a new s e c t io n  i s  introduced which develops a rhythmic c e l l  
from the dance (Example 3 9 ) .
The s e c t io n  a l s o  serv es  as a t r a n s i t io n ,  lea d in g  to  the second 
hornpipe in  th e  subdominant, B f l a t  major. This a ir  i s  supplied  with  
a short ep isod e as w e l l .  The return to  the f i r s t  a ir  i s  achieved by 
a d ir e c t  s h i f t  of t o n a l i t y ,  a d ev ice  which recurs throughout t h i s  
r e v i s io n .  This p a r t ic u la r  s e c t io n  d is p la y s  some markedly f in e  
w r it in g ,  w ith  the f u l l  orch estra  invo lved  in  a passage which i s  both 
b r i l l i a n t  and humorous. The coda i s  a l s o  m od ified . I t  i s  b u i l t  on 
the rhythm o f  the hornpipe and the re fe ren ce  to  Let Erin Remember i s  
om itted . This d e c is io n  may have been taken fo r  a e s t h e t ic  reasons,  
but th ere  i s  a l s o  the co n s id era t io n  th at  th e  re fe ren ce  would have 
meant l i t t l e  to  a German audience.
I r i s h  Dance N o.2 in  D major i s  based on the t r a d i t io n a l  j i g  tune 
The Frost i s  a l l  Over. The same formal s tr u c tu r e  i s  re ta in ed :  an 
in trod u ctory  s e c t io n  i s  fo llow ed  by the  main theme, a subsid iary  
theme in  the subdominant, and a r e p r i s e .  This l a t t e r  s e c t io n  i s
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approached by means o f  the favoured th ird  r e la t io n s h ip :  G major 
proceeding through B f l a t  major to  the home t o n ic .  Like i t s  partner  
t h i s  p ie c e  i s  composed o f  two s im i la r  dances. In t h i s  re sp ec t  the  
two p ie c e s  are unusual in  th a t  they eschew B ra se 's  normal co n tra s t in g  
ep iso d e .  The w i l l in g n e s s  to  a b s ta in  from them atic  and to n a l  con trast  
i l l u s t r a t e s  th a t  Brase was not i n f l e x i b l e  and would adapt h is  
techn ique to  b e t te r  accommodate t r a d i t i o n a l  a i r s .  The tw elve-bar  
in tr o d u c t io n  opens with a d ir e c t  r e fe ren ce  to  the j i g .  The theme i s  
then presented  simply in  v i o l i n s  (Example 4 0 ) .
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Brase r e t a in s  th e  AABA s tr u c tu r e  o f  the o r ig in a l  a ir  and, with the  
excep tion  o f  some l in k in g  p hrases ,  he r e s p e c ts  the e ig h t-b a r  
symmetrical p h rases .  The t r a n s i t io n  from the f i r s t  j i g  to  the  
supporting dance i s  by means o f  a chromatic passage which had f i r s t  
been heard a t  the  end o f  the in tr o d u c t io n .  Marked Poco piu le n to  
t h i s  second theme i s  a ls o  a j i g  a lthough i t  opens w ith a hornpipe 
rhythm which, l i k e  the f i r s t  movement hornpipes, e x p lo i t s  the  
arpeggio  (Example 41) .
EXAMPLE 41
Poco piu lento
V * . i }  r [> r  I- r 1— H------ rfV
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P itched  in  G major, t h i s  i s  one i l l u s t r a t i o n  o f  the m arch-influenced  
tendency, common in  the l a t e  works, to  make a major c e n tr a l  
modulation to  the subdominant. The coda i s  based on the f i r s t  j i g  
ensuring a compact form.
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I r is c h e  L u s t sp ie l  Ouvertüre
Somewhat in  the same mould as the I r i s h  dances i s  the I r is c h e  
L u s tsp ie l  OuvertUre completed in  1939. However in  some important 
re s p e c ts  the work i s  n o t ic e a b ly  d i f f e r e n t .  The overture i s  founded, 
in  the main, on o r ig in a l  themes w ith r e l a t i v e l y  l i t t l e  dependence 
on t r a d i t io n a l  a i r s .  Brase a ls o  d e v ia te s  from h i s  favoured ternary  
s tru ctu re  and co n s tr u c ts  a h ig h ly  s e c t io n a l  overture w ith many 
unrelated  themes. Yet the work i s  d i f f e r e n t  in  nature from h is  
m il i ta r y  band f a n t a s ia s .  I t  i s  in t e r e s t i n g  to  sp ecu la te  on the  
o r ig in  o f  t h i s  curious work. A number o f  the themes, both o r ig in a l  
and t r a d i t i o n a l ,  are taken from an opera. Blarney S to n e . Brase had 
devoted much energy to  t h i s  work in  1930 and although he completed a 
s iz e a b le  s e c t io n  o f  the opera i t  was never performed. I t  i s  probable 
th at  t h i s  overture was o r i g in a l ly  w r it te n  for  the opera although  
there  i s  no ev idence in  B rase 's  papers to  corroborate t h i s  view. 
A lte r n a t iv e ly  he decided to  make some use o f  the completed s e c t io n s  
of the opera by adapting and p u b lish in g  them as an o v er tu re .  Both 
exp lan ation s  are p la u s ib le  and e i th e r  would help to  account for  the  
rather gauche s t y l e  which i s  in c o n s i s t e n t  w ith  h i s  other com positions  
published during t h i s  period.
The overture  commences w ith the climax o f  The Londonderry Air  
and proceeds to  examine i t s  ascending fou rth  with c lo y in g  harmonic 
treatment (Example 4 2 ) .
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The a i r ,  which had been employed as a lo v e  song in  the opera, i s  not 
quoted in  f u l l .  With the an acru s is  to  the s ix th  bar comes a short  
trombone re fe r e n c e  to  another fa v o u r ite  a i r . Let Erin Remember. Such 
passing  a l l u s i o n s  betray the patchwork nature o f  t h i s  work. The Star 
o f  the County Down i s  then quoted by brass and s t r in g s  with s l i g h t  
a l t e r a t io n s  to  th e  melody. The m ajority  o f  the remaining themes are 
o r i g in a l ,  and th ere  are many in  a work which l a s t s  ten  minutes. They 
are presented  in  a v a r ie ty  o f  t im es and k eys ,  with the f l a t  keys 
being p referred  as  ever . This tendency b etrays  the bandmaster who i s  
accustomed to  w r it in g  on the f l a t  s id e  in  order to  accommodate band 
instrum ents.  Among the remaining themes mention should be made of a 
march (Example 43) which i s  copied  d i r e c t l y  from Act I I  of
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Blarney S to n e , and of The Fate R eel which he had employed in  the  
fou rth  movement o f  h is  s u i t e . I r la n d ia .
EXAMPLE 43
The overtu re  a ls o  con ta in s  a passage in  which B ra se 's  p a r t i a l i t y  for  
dim inished chords i s  indulged to  the f u l l  (Example 44 ) .
EXAMPLE 44
Donegal
Also published in  1939 was the rhapsody,Donegal. This , l i k e  
the preceding works, was published  to  take advantage o f  B rase 's  
pop u lar ity  and h is  I r i s h  involvem ent. U nlike the e a r l i e r  I r i s h  
works, i t  i s  a rew r it in g  of an e a r l i e r  p ie c e  fo r  m il i ta r y  band.
I r i s h  Fantasia  N o.2 i s  e x t e n s iv e ly  a l t e r e d ,  w ith some s e c t io n s  
omitted in c lu d in g  the t i t l e  a ir  o f  the f a n t a s i a , Come Back to E r in , 
and new s e c t io n s  added. I t s  d e r iv a t io n  from th e  fa n ta s ia  a ls o  
denotes th a t  formal c o n s id e r a t io n s  are subordinate  in  what i s  
e s s e n t i a l l y  a c o l l e c t i o n  o f  fa m il ia r  tu n es .  The choice  of t i t l e  
appears fo r t u i t o u s  as the a i r s  are drawn from many I r i s h  c o u n t ie s .
In f a c t  the f i r s t  a i r . The Rakes o f  Mallow, i s  from the o p p osite  end of  
the country. This i s  preceded by a d i s t i n c t i v e l y  co lo u r fu l  
in tro d u ct io n  which serv es  to  obscure and then confirm the to n ic  key 
of F major. The Rakes of Mallow, complete w ith f la t t e n e d  seventh  
(Example 4 5 ) ,  i s  f i r s t  played by s t r in g s .
EXAMPLE 45 
Allegro
T I T 1 1 r  t R j  I^r- r  f . r  1 v  f  a ?  I r  r  i :  r
f=t f r  I t i p
The woodwind rep ly  i s  a th ird  higher in  A major. The second h a l f  of  
the a ir  i s  extended by sequence with the bass dropping by chromatic 
s tep s  lead ing  to  the dominant o f  A major. With the new t o n a l i t y  
e s ta b l i s h e d ,  the c e l l o s  play The Meeting o f  th e  Waters (Example 46 ) .
EXAMPLE 46 
Andante (6 Schläge)
m -8-
VC
This a t t r a c t i v e  a ir  i s  yet another o f  Moore's m elod ies .  I t  was 
o r i g in a l ly  c a l l e d  The Old Head o f  D en is . This had not formed part of  
the m i l i t a r y  band f a n t a s ia .  I t  i s  in t e r e s t i n g  to  note B rase's
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s p e c i f i c a t i o n  th a t  i t  should be performed w ith s ix  p u lse s .  Among the 
oth er  a ir s  quoted in  Donegal are The Londonderry A ir , in a more 
d ig n i f i e d  s e t t in g  than th a t  a t  the opening o f  the I r is c h e  L u s tsp ie l  
O uvertdre, Old V olu nteers ' March, The C a st le  of Dromore, Kingstown 
Hornpipe, and The Month o f  May. The rhapsody ends w ith a r e p r ise  of  
The Rakes of Mallow.
Episoden S u ite
This account o f  the  o r c h e s tr a l  com positions has broken 
chronology in  order to  group togeth er  the popular works w ith I r is h  
in f lu e n c e s .  The Episoden S u ite  was completed in  1937 before the  
I r i s h  dances, I r i s c h e  L u s t s p ie l  O uvertüre, and Donegal. However i t  
d eserv es  to  be t r e a te d  se p a r a te ly  as i t  i s  a more in t im ate  work of  
ap p rec iab le  q u a l i t y .  I t  i s  the  l a s t  t r u ly  o r ig in a l  o r c h e s tr a l  work 
w r it te n  by Brase and i t  i s  thus f i t t i n g  th a t  i t  i s  a work of  
s i g n i f i c a n c e .  I t s  assurance i s  p a r t ic u la r ly  praiseworthy because  
Brase was a lread y  q u ite  i l l  during i t s  c r e a t io n .  Furthermore i t  i s  
ap prop ria te  th a t  th e  work i s  a s u i t e .  Brase was always most 
com fortable  in  t h i s  form which su ited  h i s  e p is o d ic  manner of w r it in g .
There are th ree  movements in  the s u i t e  o f  which the f i r s t  
Fackeltanz i s  th e  f i n e s t .  The m i l i ta r y  band i s  an id e a l  v e h ic le  for  
the  torch  dance and many examples e x i s t  fo r  the medium. Among the
most noteworthy are s e t t i n g s  by Meyerbeer and Wieprecht. I t  i s  a
dance of energy and rhythmic v i t a l i t y .  This i s  ev ident from B rase 's
unusu ally  sh ort  two-bar in tr o d u c t io n  which con tin u es  as a
co u n tersu b je c t  to  th e  main theme (Example 47 ) .
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EXAMPLE 47 
Andante maestoso
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The subsequent t r a n s i t io n  s e c t io n ,  which i s  based on the rhythmic 
pattern  o f  the  in tr o d u c t io n ,  p ro g resses  by sequence. I t  le a d s  to  the  
fem inine second su b jec t  which pervades the remainder o f  the movement. 
The t o n a l i t y  o f  t h i s  theme i s  d e l ib e r a t e ly  ob fu scated . I t  
complements the  dramatic r i s i n g  f i r s t  su b je c t  w ith i t s  more 
amorphous, f a l l i n g  gapped s c a le .  I t  i s  quoted a t  some length  as  
Example 48 because i t  co n ta in s  some of B r a se 's  most tender to n a l  
s h i f t s .
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A fu rther  rhythmic t r a n s i t io n  le a d s  to  a r e p r i s e  of the f i r s t  
s u b j e c t .
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As in  so many of h i s  works t h i s  has a c o n tr a s t in g  ce n tr a l  
s e c t io n  in  the subdominant. A f l o r i d  trumpet fa n fa re  in troduces  a 
l y r i c a l  melody in c l a r i n e t s  and c e l l o s  (Example 49 ) .
A sh ort  c l a r in e t  r e fe ren ce  to  the  second su b jec t  can be noted prior  
to  the commencement o f  t h i s  melody. The c e n tr a l  s e c t io n  concludes  
with a p e r fe c t  cadence in  A f l a t  major. Brase proceeds to  a short  
development s e c t io n ,  t r e a t in g  the f i r s t  and second su b jec ts  in  turn, 
the second theme being presented  in  augmentation. A dominant pedal,  
based on the  rhythmic p a ttern  o f  the f i r s t  t r a n s i t io n ,  betrays a 
fu rth er  debt to  c l a s s i c a l  models.
The r e c a p i tu la t io n  i s  an exact copy o f  the  e x p o s it io n  u n t i l  the  
end o f  the f i r s t  t r a n s i t io n .  This too i s  con ven tion a l in  th at  i t  i s  
ad ju sted  to  in troduce  the home to n ic ,  but the theme i t  announces i s  
not the second su b jec t  but the l y r i c a l  e p iso d e .  This i s  s ta ted  q u ite  
m a j e s t ic a l ly  by the f u l l  orchestra  and i s  fo llow ed  by the supplanted  
second s u b je c t .  The harmonic approach t o ,  and confirm ation of the  
to n ic  i s  paraphrased in  Example 50.
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EXAMPLE 50 
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The minor chord on the subdominant, here approached by a fo r th r ig h t  
m odulation, i s  freq u en tly  encountered in  h i s  f i n a l  cadences, but the  
major chord on the f la t t e n e d  le a d in g  n o te ,  which i s  s ta ted  here in  
second in v e r s io n ,  i s  not so common.
Fackeltanz i s  t e c h n ic a l ly  d i f f i c u l t  to  perform. Brase 
tra n scr ib ed  the movement fo r  m i l i ta r y  band and i t  was published in  
B erlin  by Birnbach. Brase was anxious to  conduct the work during a 
v i s i t  to  B er l in  in  August 1939 before a d is t in g u ish e d  audience  
in c lu d in g  H i t l e r .  Arrangements fo r  the occas ion  were made by post  
and had progressed to  an advanced s tage  before  the p ro jec t  was 
c a n c e l le d .  The reason o f fe r e d  to  Brase fo r  the disappointment was 
th at  the  work was too d i f f i c u l t  fo r  the German massed bands to  
perform .6 Within a month th e  Second World War had commenced.
The remaining two movements of the s u i t e  were not transcribed  
for  m i l i t a r y  band. The o r i g in a l  sketch  for  the second movement, 
Reminiszenzen has surv ived  in  B ra se 's  papers. I t  bears the date 7 
October 1937. He completed the  o r c h e s tr a t io n  four days before  
C hristm as.
Reminiszenzen i s  a slow movement in  ternary  form with a 
c o n tr a s t in g  c e n tr a l  s e c t io n .  The main theme i s  a solemn melody 
played by muted s t r in g s  in  t h e i r  low r e g i s t e r  (Example 51) .
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EXAMPL E 5 1
The absence of chromatic i n f l e c t i o n  adds to  the r e s t r a in t  and d ig n ity  
of  t h i s  opening which gradua lly  b u ild s  u n t i l  the  theme i s  s ta ted  at  
the octave  with co n s id era b le  p assion  by the f u l l  o rch es tra .  The 
c e n tr a l  s e c t io n ,  marked A llegro  a g i ta to  e a p p a ss io n a to , i s  in  3 /4  
t im e. R e s tr a in t  i s  a ls o  ev id ent  here in  the ch o ice  of the r e l a t iv e  
minor key. The rhythmic component i s  the most n o t ic e a b le  
c h a r a c t e r i s t i c  of an u n d ist in g u ish ed  theme. The s e c t io n  soon d iv e s t s  
i t s e l f  o f  i t s  r eserv e  and embarks upon e x te n s iv e  harmonic wandering 
before  return in g  to  the home to n ic  and the r e p r is e  of the slow theme. 
O rch estra l co lo u rs  are varied  in  the rep ea t ,  but s t r u c tu r a l ly  the  
s e c t io n  remains la r g e ly  u n a ltered .  A short coda i s  added to  bring  
the movement to  a c l o s e .
The s u i t e  ends as  i t  opened, with an e n e r g e t ic  movement in  E 
f l a t  major e n t i t l e d  C a rn iv a l . However the augmented fourth  announced 
by c l a r i n e t s  and s t r in g s  g iv e s  l i t t l e  in d ic a t io n  o f  the key to  fo llo w  
(Example 5 2 ) .
EXAMPLE 52
I t  i s  a rhythmic in tro d u ct io n  rem in iscen t o f  the opening of the f i n a l  
movement o f  Heimatlos ( s e e  Example 13, page 12) .  This i s  followed by 
a descending chromatic s c a le  of over two o c ta v e s .  Against t h i s  i s  
s e t  a r i s i n g  chromatic l i n e  in  longer note va lu es  played by woodwind 
in s tru m en ts .  The chromatic running l i n e  p e r s i s t s  throughout the  
movement and i t  i s  perhaps appropriate th at  i t  should fea tu re  so 
prom inently in  h is  l a s t  o r ig in a l  com position as i t  i s  a c o n s is te n t
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t r a i t  of h i s  c r e a t iv e  tech n iq u e .  The chromatic l i n e  forms a 
cou n tersu b jec t  to  the f i r s t  theme which i s  played by p ic c o lo ,  
c l a r i n e t ,  and trumpet (Example 5 3 a ) .  This l i t t l e  polka bears a 
melodic resemblance to  the opening theme o f  Dvorak's f i r s t  S lavonic  
Dance (Example 53b).
EXAMPLE 53a
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However on t h i s  occasion  the  a f f i n i t y  would appear to  be 
c o i n c id e n t a l .
The f a l l i n g  chromatic l i n e  le a d s  to  a c o n tr a s t in g  s e c t io n  with a 
change of both key s ig n a tu re  and time s ig n a tu r e .  The subsequent 
w altz  in  D major i s  taken from Act I of the u n f in ish ed  op era .Blarney 
S to n e . The s e c t io n  i s  c l e v e r l y  o rch estra ted  a lthough the theme i s  
u n d ist in g u ish ed  (Example 5 4 ) .  The w altz  i s  su pplied  with a 
c o n tr a s t in g  t r i o  which i s  l i g h t l y  tex tu red  w ith  the v i o l i n s  p laying a 
re laxed  and extended melody (Example 55) .
EXAMPLE 54
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The polka i s  heard as before in  the r e p r i s e ,  but generous 
r e fe ren ce  i s  a l s o  made to  the w a ltz .  A short coda i s  b u i l t  on the  
chromatic running l i n e  and i t  le a d s  to  the f i n a l  cadence in  which 
the  subdominant minor chord fe a tu r e s  s tr o n g ly .
Works fo r  Salon Orchestra
P o l i t e  German s o c ie t y  e x h ib ite d  an in o rd in a te  demand fo r  salon  
music in  the years fo l lo w in g  the F ir s t  World War. Motivated by 
f in a n c ia l  n e c e s s i t y ,  and a l e r t  to  commercial opportun ity , Brase 
responded with a la r g e  number o f  l i g h t  works a l l  o f  which were 
published  by Birnbach. The m ajority  o f  th ese  works were published  
between 1919 and 1923. Many are o r c h e s tr a t io n s  o f  popular piano 
p ie c e s  which had been published e a r l i e r ,  o th ers  were w r it ten  
s p e c i f i c a l l y  fo r  the medium.
The in stru m en tation  for  th ese  p ie c e s  remains f a i r l y  co n sta n t .  A 
reduced s t r in g  s e c t io n  in c lu d in g  a v i o l i n  o b b lig a to  i s  jo ined  by a 
sm all group o f  woodwind -  f l u t e ,  oboe, and c l a r in e t s ;  and brass -  
trumpet and trombone. The p ie c e s  are d ir e c te d  from th e  piano and 
a d d it io n a l  p ar ts  fo r  harmonium and percu ss ion  are provided. Twelve 
p la y ers  would s u f f i c e  fo r  a performance and the l im ite d  t e c h n ic a l  
d i f f i c u l t y  o f  th e  p arts  i s  c a lc u la te d  to  make the music more 
a c c e s s i b l e .
These are ephemeral p ie c e s  which are a l l  s im ila r  in  nature.
They a llo w  Brase ample scope to  in du lge  in  chromatic i n f l e c t i o n ,  mild 
d isso n a n ce ,  and chords of the seventh  and n in th .  I t  i s  a s t y l e  which 
produces p ie c e s  both s l i g h t  and m e l l i f lu o u s ,  p ie c e s  con d itioned  by 
the period  fo r  which they were w r it te n .  The phrase le n g th s  tend to  
be regu lar  fo l lo w in g  the p a ttern  o f  sim ple but a t t r a c t i v e  m elod ies .
One such p ie c e  i s  Menuett which was f i r s t  published  in  1921 as a 
work fo r  p iano. The arrangement fo r  sa lon  orch estra  was made la t e r  
th a t  year. Such t r a n s c r ip t io n s  were o f te n  made by Brase, but 
o c c a s io n a l ly  o ther m usicians were in v o lv e d .  One, H.BlUthgen, i s  
c r e d ite d  w ith the  t r a n s c r ip t io n  o f  Menuett. The p ie c e  i s  t y p ic a l  of
-53-
B ra se 's  e x e r c i s e s  in  the genre. The opening s e c t io n  in  G major has 
an ABA structure-. A c o n tr a s t in g  ep isod e  in trod u ces  new thematic  
m a ter ia l  and modulates to  C minor, A f l a t  major, and through the 
N eapolitan  s ix t h  to  G minor. A fu r th er  period in  D major prepares  
fo r  a return to  th e  f i r s t  s e c t io n  which i s  provided with a short coda 
to  conclude. The opening e ig h t  bars s t a t in g  the f i r s t  theme serves  
to  i l l u s t r a t e  the symmetrical d es ig n ,  the standard melodic  
ascendancy, the  harmonic approach, and the genera l s t y l e  prevalent in  
th ese  works (Example 5 6 ) .
EXAMPLE 56
Parana i s  an example o f  one o f  the l a t e s t  p ie c e s  for  salon  
o rch es tra .  I t  was w r it ten  s p e c i f i c a l l y  for  the medium. Published in  
1926, i t  was presumably w r it te n  in  Ire la n d .  I t  c a r r ie s  the nom de 
plume, R .C astro, which was o c c a s io n a l ly  used by Brase. Parana 
provides a rare in s ta n ce  o f  binary s tr u c tu r e .  I t  a ls o  o f f e r s  a 
p a r t ic u la r ly  strong co n tra s t  between to n ic  major and minor keys, with  
the work opening in  C minor and c lo s in g  in  C major. While co n s is te n t  
in  i t s  e lem ents,  t h i s  p ie c e ,  s u b t i t l e d  Interm ezzo, i s  more ambitious  
than i t s  e a r l i e r  companions. I t  has an in tr o d u c t io n ,  the harmonic 
resource i s  more e x te n s iv e ,  and i t  d is p la y s  in creased  chromatic 
movement. In sh o r t ,  the  con ten t  appears to  be outgrowing the form. 
Freed from f in a n c ia l  n e c e s s i t y ,  Brase was not again to  w r ite  for  
sa lon  orch estra  a f t e r  1926.
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N O T E S  and R E F E R E N C E S
1. F r i t z  Brase person al f i l e ,  DDAD. Correspondence: F r i t z  Brase
w ith th e  Adjutant General (1 May 1937).
2 . Both s p e l l i n g s ,  Brian and B rien , are encountered in  t h i s  t i t l e .
Brase i s  in  accord w ith Moore in  employing th e  l a t t e r .
3 . F ran cis  O 'N e i l l ,  The Dance Music o f  Ire lan d  (Chicago, 1907),
n o .116.
4 . The t i t l e  i s  from th e  poem by W.B.Yeats published  in  h i s  f i r s t  
c o l l e c t i o n  o f  p o e try ,  Crossways (18 8 9 ) .
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B A N D  M U S I C
While o r c h e s tr a l  com position was B r a se 's  p r in c ip a l  c r e a t iv e  
in t e r e s t  he n o n e th e le ss  wrote a la r g e  volume o f  works for m i l i ta r y  
band. This i s  as one would expect o f  an a c t iv e  composer who spent  
a l l  of h i s  p r o fe s s io n a l  l i f e  f i r s t  p lay in g  in ,  and then d ir e c t in g  
bands. But i t  could not have been p red ic ted  from h is  ear ly  
com posit ions, of which s u r p r is in g ly  few are for  band.
The works for  band f a l l  in to  th ree  c a te g o r ie s :  marches, o r ig in a l  
com positions and arrangements, and t r a n s c r ip t io n s  of h i s  own works 
w ritten  for  other genres .  The m ajority  o f  marches were composed 
during h i s  e a r ly  and middle l i f e  w h ile  the o r ig in a l  com positions and 
arrangements were w r it te n  in  Ire lan d . The t r a n s c r ip t io n s  are more 
even ly  spread throughout h i s  c r e a t iv e  l i f e .
Marches
The f i r s t  recorded march by Brase i s  Hoch d ie  7ten JMger which 
was published in  a v ers io n  for  piano by O erte l  o f  Hannover between 
1892 and 1 8 9 7 .1 I t  was w r it ten  to  honour the b a t ta l io n  in  Bilckeburg 
in  which he f i r s t  served . U nfortunately  i t  i s  l o s t ,  but i t  
presumably evinced some merit to  warrant p u b l ic a t io n .  A second 
march, Bienenhaus Marsch i s  a ls o  l o s t .  The f u l l  score and parts  were 
published by O erte l around 1900. The e a r l i e s t  su rv iv in g  example i s  
Jugenderinnerungen Marsch (Youth-Commemoration March) completed in  
May 1901 and d ed icated  to  B ra se 's  former sch oo l in  Barsinghausen. He 
a ls o  tran scr ib ed  t h i s  com position fo r  brass band and fo r  orch estra .  
Like the concurrent o r c h e s tr a l  works, t h i s  march d isp la y s  an 
enthusiasm and a boldness of approach which o c c a s io n a l ly  le a d s  to  
moments of i n d i s c i p l i n e .  The form i s  con v en t io n a l and i s  handled 
with aplomb. I t  opens w ith a four-bar in tr o d u c t io n  which serves  to  
e s t a b l i s h  the t o n ic ,  D f l a t  major. This le a d s  to  two regular  
e ig h t-b a r  phrases the  second o f  which modulates to  the dominant.
Military Music
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A fter another e ig h t  bars a fu rth er  four-bar l in k  le a d s  to  the to n ic  
and to  a second theme which i s  the most s t r ik in g  in  the march 
(Example 5 7 ) .
EXAMPLE 57
f - p
Woodwind
The calmer t r i o  i s  in  the customary subdominant t o n a l i t y .  The 
a l i a  breve theme i s  rendered by E f l a t  co rn e t ,  horns, tenor horn, 
b a r ito n e ,  and bassoons. I t  i s  a s im p le ,  l y r i c a l  melody, but the end 
of  the second phrase, quoted as Example 58, provides i l l u s t r a t i o n  of  
one o f  th ose  s u r p r is in g  quirks common in  the e a r ly  works.
EXAMPLE 58 
Sehr ruhig
m £ /-T|
fag,hn
There are p r a c t ic a l  reasons underly ing  the adoption o f  the  
con ven tion a l form with i t s  symmetrical phrase le n g th s .  Foremost i t  
provided the  young composer with a model. More important was the  
co n s id era t io n  th a t  t h i s  was u t i l i t y  music; a l l  B rase 's  independent  
quick marches, a s  opposed to  march movements w ith in  the s u i t e ,  were 
w ritten  p r im arily  for  the parade ground. While he subsequently  
presented some o f  th e s e  p ie c e s  in  the con cert h a l l ,  they r e ta in  th e ir  
i d e n t i t y  as r e a l ,  ra ther  than id e a l iz e d  marches.
N otwithstanding h i s  e a r ly  con cen tra t io n  on o r c h e s tr a l  w r it in g ,  
Brase d is p la y s  exp erience  in  h i s  management o f  the band. There i s  
e x te n s iv e  doubling of parts  which produces a f u l l  sound necessary  for  
s u c c e s s fu l  outdoor performance. He a ls o  avo id s  encumbering h i s  
canvas w ith  o v e r ly  d iv e r se  d e t a i l ,  which i s  o ften  the error o f  the  
young composer o f  marches.
S im ilar  in  s t y l e  i s  an u n t i t l e d  march completed in  B er lin  in  
September 1904. This work has survived  in  f u l l  manuscript sc o r e ,  but 
th ere  i s  no record o f  p u b l ic a t io n  or performance. I t  r e ta in s  the  
form and to n a l  s t r u c tu r e ,  and even the key of the Jugenderinnerungen  
Marsch, but i s  harm onically  more assured .
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The c r e a t iv e  drought in  re sp e c t  o f  the o r c h e s tr a l  com positions  
which Brase experienced  a f t e r  h i s  graduation from the Musikhochschule 
extended to  the com position o f  marches. In May 1910 he wrote H eil  
Danzig and i t  was published  in  arrangements for  piano, m i l i ta r y  band, 
and orch estra  by Lau in  Danzig. I t  was d ed icated  to  th e  c i t y  and the  
regiment in  which he was then se r v in g .  Described as a Festm arsch, 
t h i s  i s  d i f f e r e n t  in  s t y l e  from the e a r l i e r  p ie c e s .  H e il  Danzig i s  
f i t t i n g l y  s t a t e l y  in  conception , with a broader tempo and a more 
e x p a t ia to ry  n a ture . While i t  i s  s u i ta b le  as a cerem onial march,
Brase c l e a r ly  intended i t  as a concert p ie c e ,  a n otion  supported by 
i t s  contemporaneous p u b l ica t io n  fo r  other gen res .  While i t  conforms 
to  th e  b a s ic  s tr u c tu r e  o f  the e a r l i e r  marches, i t s  slower tempo 
a llo w s  for an e x p r e s s iv e  approach which i s  e x p lo i te d  to  the f u l l .
The harmonic treatm ent i s  f e s t i v e  and la v i s h  and more s u g g e s t iv e  of  
the romantic than the m a r t ia l .  The opening s e c t io n s  o f  both the  
march and t r i o  are g iven  in  Appendix C. They demonstrate the
con fid en t  s t y l e  o f  H eil Danzig and i t s  debt to  the l a t e  Romantic
t r a d i t io n .
The concealment o f  the home key in  the  in tr o d u c t io n  i s  
c h a r a c t e r i s t i c ,  as i s  the  use o f  the to n ic  minor. The f a l l i n g  s te p s  
and dotted  rhythm a n t ic ip a t e  the f i r s t  theme which sounds f u l l  and 
fr e sh  in  the major key. The cadence to  the su perton ic  a f t e r  four  
bars i s  n o v e l .  The rep ly in g  phrase complements the f i r s t  with a 
r i s i n g  l i n e  which e x p r e s s iv e ly  e x p lo i t s  mild d isso n a n ces .  The t r io  
i s  calmer in  mood, opening with a low, l y r i c a l  e ig h t-b a r  melody which
i s  repeated a t  the o c ta v e .  Typical o f  B r a se 's  s t y l e  i s  th e  switch
from F major to  F minor in  the second s e c t io n ,  and the return to  A 
f l a t  major by means o f  the chord o f  the augmented s ix t h .
The next marches were w r it ten  as e n t r ie s  for  separate  
co m p etit io n s .  E x ze l len z  von Bernhardi won pride o f  p lace  in  a 
com p etit ion  i n s t i t u t e d  by the B er l in  p u b lish in g  firm of  A lbert S tahl  
in  November 1910. I t  i s  a compound time quick march w ith a s in g le  
t r i o .  I t  p o s s e s s e s  an am bitious f i r s t  theme which i s  based on 
arpeggio  f i g u r e s ,  w h i le  the t r i o  con v erse ly  i s  r e s t r i c t e d  in  range 
and moves mainly by s te p .  Chromatic movement i s  a p r in c ip a l  fea tu re  
of the march.
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Later th at  year Grosse Z e i t ,  neue Z e i t  was s u c c e s s fu l  in  a 
c o n te s t  organized j o i n t l y  by th e  army and the p u b lish in g  house of  
August Sch er l .  I t  rep re se n ts  ye t  another type o f  march, a 
PrHsentiermarsch, which i s  an im pressive  ca tegory  o f  march most o ften  
played as a s a lu t e .  In tempo i t  i s  slower than the quick march but 
not as r e s tra in e d  as H eil Danzig.
Grosse Z e i t ,  neue Z e i t , in  D f l a t  major, i s  not as m u sica lly  
e n te r p r is in g  as E xze l len z  von Bernhardi, but i t  b e n e f i t s  from t h i s  
c o n s tr a in t .  I t  i s  la r g e ly  homophonic and i s  r e s t r i c t e d  to  modest 
harmonic p r o g ress io n s .  The pace o f  harmonic change i s  
correspondingly  sed a te  which a l lo w s  for  f l o r i d  w r it in g  in  the upper 
p a rts .  I t s  rhythmic v i t a l i t y  ensures th a t  i t  never becomes laboured 
d e s p ite  i t s  l e i s u r e l y  g a i t .  The march depends fo r  i t s  su ccess  on a 
la r g e  and ab le  brass  s e c t io n  and th ere  are some ta x in g ,  but t h r i l l i n g  
high passages fo r  trumpets. The p iece  i s  w e l l  measured with a f in a l  
s e c t io n  con stru cted  o f  running semiquaver s c a l e s  in  the woodwind 
a g a in s t  dense brass  chords. I t  i s  in  every r e sp e c t  a triumphant 
p ie c e .  Brase u t i l i z e s  th e  conven tiona l s t r u c tu r e ,  but c l e a r ly  
in ten d s the march to  c lo s e  in  the subdominant key, which i s  contrary  
to  h i s  normal p r a c t ic e .  While a return to  the to n ic  would be both 
p o s s ib le  and d e s ir a b le ,  i t  would be a n t ic l im a t ic  fo l lo w in g  such an 
imposing and d e f i n i t e  c lo s e  to  the G f l a t  major s e c t io n .
One b e n e f i c i a l  consequence o f  B rase 's  s u c c e ss  was th a t  in  1912
Grosse Z e i t ,  neue Z e i t  was adopted as an o f f i c i a l  army march and
2
included  in  the Armeemarsch-Sammlung (1 ,  9 4 ) .  As a r e s u l t  i t  i s  
s t i l l  played today by German m i l i t a r y  bands.
Another march from t h i s  p er iod , Deutscher Nati o n a l l i e d e r  Marsch, 
was published by Heins in  B er l in ,  but has not surv ived .
There fo llow ed  a ten -y ea r  h ia tu s  in  B r a se 's  output o f  marches 
fo r  m i l i ta r y  band. In the in terv en in g  years he wrote a number of  
marches for  p iano, but th e s e  are id e a l iz e d  in v e n t io n s  and w i l l  be 
d iscu ssed  s e p a r a te ly .  There are a ls o  a number o f  sk etch es  from t h i s  
p er iod , but none were completed or p u blished .
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His ea r ly  months in  Ire la n d ,  spent on the  Curragh, o ffered  him 
the peace and purpose to  resume. The General Mulcahy march was 
dedicated  to  th e  o r ig in a to r  o f  the Army School o f  Music. The f i r s t  
v ers ion  was completed on 23 June 1923. During th e  fo llo w in g  month 
Brase rev ise d  the ending o f  the t r i o  making i t  much grander with  
f u l l e r  sco r in g ,  and t h i s  f i n a l  v ers io n  i s  dated 25 Ju ly .
General Mulcahy i s  an im pressive  march and i t s  ear ly  
performances secured p u b lic  acc la im . Some o f  t h i s  p op ularity  was 
d ou b tless  a t tr ib u ta b le  to  the t i t l e  a lo n e .  I t  i s  a quick march 
s u i ta b le  for  both parade ground and con cert h a l l .  There i s  nothing  
p e c u l ia r ly  I r i s h  about the p ie c e .  I t  i s  com patib le  in  both form and 
content with the e a r l i e r  marches. The in tr o d u c t io n  i s  an e ig h t-b a r  
c a l l  to  a t t e n t io n  in  compound time announced by the brass  
(Example 59 ) .
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With a t t e n t io n  secured i t  g iv e s  way to  the f i r s t  theme in  simple  
duple tim e. The harmonic and rhythmic support emphasize the pompous 
d ig n ity  of the theme. I t  i s  immediately responded to  by a fu rth er  
e ig h t-b a r  melody whose rhythmic r e p e t i t i o n s  su ggest  a more p la y fu l  
character (Example 60 ) .
EXAMPLE 60
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The s e c t io n  conforms to  the  usual ternary p a ttern  with the  cen tra l  
ep isode  a th ird  h igher in  D f l a t  major. The t r i o  a ls o  presen ts  a 
ternary s tr u c tu r e .  I t s  main theme i s  a noble a l i a  breve melody 
played by c l a r i n e t s  and the tenor s e c t io n  o f  the band (Example 61).
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The t r i o  c lo s e s  w ith  the r e v ise d  ending which im p lie s  th a t  the march 
could conclude in  the subdominant, although the case  i s  not as strong  
as in  Grosse Z e i t ,  neue Z e i t . However, as a former p u p i l ,  Brase was 
d o u b tless  aware o f  the adv ice  proffered  by Dr Jadassohn that 'the  
p r in c ip a l  movement must in  every case  be repeated  a f t e r  the T r i o ' . 3 
Furthermore, Brase e x p l i c i t l y  in d ic a te s  a da capo in  the o r ig in a l  
band manuscripts o f  h i s  marches.
Motivated by h i s  new environment, Brase responded in  1923 with a 
phenomenal outpouring of c r e a t iv e  energy. Conscious of the young 
army's need for  d i s t i n c t i v e l y  I r i s h  marches, he s e t  about the task  of  
b u ild in g  a r e p e r to ir e  o f  such p ie c e s .  Being accustomed to  the German 
p r a c t ic e  whereby a standard ca ta logu e  o f  approved marches was 
a v a i la b le ,  he began to  denominate h i s  marches by number. As w i l l  be 
seen , t h i s  led  to  some con fu sion . I r i s h  March N o .l  was completed 
sh o r t ly  a f t e r  the General Mulcahy march, and l i k e  the l a t t e r  i t  was 
performed a t  the  p r iv a te  inaugural concert in  the Curragh on 9 
September and a t  the  f i r s t  p u b lic  concert in  the Theatre Royal,
Dublin on 14 October. A l l  of the numbered I r i s h  marches are of a 
s im ila r  type which i s  d i s t i n c t  from h is  e a r l i e r  works in c lu d ing  the  
General Mulcahy march. They are e s s e n t i a l l y  m in iature f a n ta s ia s ,  
being arrangements of duple time a i r s .  A l l  are through-composed 
using th ree  or four t r a d i t i o n a l  or popular I r i s h  a i r s .  .The only  
co n cess io n  Brase makes to  h i s  o r ig in a l  s t y l e  i s  the  r e te n t io n  o f  a 
c e n tr a l  modulation to  the subdominant. The I r i s h  March N o.l
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comprises K elly  of K i l la n e , Who Fears to  Speak o f  '9 8 , The M instrel  
Boy, and The S o ld ie r ' s  Song. I t  was the r e a c t io n  to  t h i s  march on 3 
February 1924 in  the Theatre Royal, when the audience stood  during  
The S o ld ie r ' s  Song, th at  provoked the even tu a l acceptance of t h i s  a ir  
as the n a t io n a l  anthem.
The confusion  over nomenclature o r ig in a te d  w ith B ra se 's  d ec is io n  
to  regard the General Mulcahy march, which had proved very popular,  
as the f i r s t  o f  the s e r i e s  of I r i s h  marches. Indeed ten  years a f te r  
i t s  com position i t  was published  by Birnbach under the t i t l e ;I r is c h e r  
Armeemarsch. I t  was the on ly  I r i s h  march th a t  was published in  
Germany. The t i t l e  o f  I r i s h  March N o .l  was a l t e r e d  accord in g ly  and 
i t  was published as I r i s h  March No.2 by McCullough in  1924. But the  
o f f i c i a l  r e c o g n it io n  o f  the anthem precluded the fu r th er  use o f  the  
march and i t  was consequently  withdrawn from the r e p e r to ir e .
I r i s h  March No.3 , which fo r  some time was regarded as the second 
in  the s e r i e s ,  bears the date 24 September 1923. I t  fo l lo w s  the  
pattern  o f  i t s  companion, being a s k i l f u l  arrangement o f  standard  
a ir s  in c lu d in g  The K ildare Q u ickstep , The H eir-at-L aw , The Rakes of 
Mallow, and The Wearing o f  the Green which was o f te n  used as a 
secondary t i t l e .  Brase employed h i s  favoured Down by the S a lly  
Gardens as the su b jec t  of the t r i o .  A fourth  march, more commonly 
known by the t i t l e  I r i s h  Army Review March;was soon added. I t  i s  
c o n s is t e n t  in  s t y l e  and in c lu d es  The J o l l y  Ploughboy, An tSeanbhean  
Bhocht, and St P a tr ic k 's  Day. The f i n a l  march in  t h i s  s e r i e s  i s  the  
N ationa l March which was f i r s t  performed on Sunday 13 July  1924 a t  
the f i r s t  f r e e  p u b lic  r e c i t a l  g iven  by N o.l Band in  the Phoenix Park, 
D ublin .
Responding to  the n e c e s s i t y  to  fu rn ish  th e  young bands with  
n a t io n a l  marches, B ra se 's  accomplishment in  com pleting f i v e  marches, 
in c lu d in g  the General Mulcahy, w ith in  a year , must be viewed as a 
co n s id era b le  su c c e s s .  But such an e n te r p r is e  imposes m usical  
c o n s tr a in t s  and the very purpose and nature o f  the march provided  
l i t t l e  opportunity  to  do other than s t a t e  the b a s ic  a i r s  and provide  
sim ple l in k in g  p assages .  While the numbered I r i s h  marches rep resent  
an important a d d it io n  to  the development o f  th e  p r a c t ic a l  band
- 6 2 -
r e p e r to ir e ,  they are n e ith e r  t y p ic a l  of h i s  s t y l e  nor among h i s  most 
s i g n i f i c a n t  c r e a t iv e  c o n tr ib u t io n s .
That period o f  concentrated  c r e a t iv e  endeavour in  1923 and ear ly  
1924 a l l  but ended B rase 's  i n t e r e s t  in  the com position  of marches. 
Such e x c e p t io n a l  in d u stry  ser v e s  to  accen tu ate  h i s  f a i l u r e  to  
co n tr ib u te  fu r th er  marches. This r e l a t i v e  i n e r t i a  su re ly  denotes h is  
advancing age and d e te r io r a t in g  h e a lth ,  but i t  a l s o  p o in ts  to  a 
waning i n t e r e s t  in  both the  Army School o f  Music and march 
com position .
He wrote ju s t  one fu r th er  quick march, Per G ott, der Eisen  
wachsen l i e s s  (The God who l e t  Iron grow) in  1933 and i t  was 
published  by Birnbach. The p ie c e  rep resen ts  a return to  h i s  e a r l ie r  
s t y l e  and i s  noteworthy for  th e  in c lu s io n  o f  th ree  E f l a t  fan fare  
trumpets. Their presence c o n tr ib u te s  to  the grandeur o f  th e  p iece  
which i s  e s s e n t i a l l y  intended for  ceremonial or .concert performance. 
The use o f  fa n fa re  trumpets may have been suggested  by the fa c t  that  
the sch oo l had purchased s ix  such instrum ents fo r  use a t  the  
E u ch a r is t ic  Congress in  Dublin in  1932. The f i r s t  themes o f  the 
march are constructed  on arp egg ios  to  s u i t  the  trumpets, but the t r io  
i s  d ec id ed ly  more serene and the  trumpets are accord in g ly  l e s s  
prominent. The theme o f  the t r i o  was taken from a sketch o f  another 
march which Brase had penned in  the  Curragh in  October 1923 
(Example 6 2 ) .
EXAMPLE 62 
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He was s u f f i c i e n t l y  proud of Der G ott, der Eisen wachsen l i e s s  to  
score  i t  fo r  o rc h e s tr a ,  although th ere  i s  no record of t h i s  
arrangement being p u b lish ed .
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Brase a ls o  wrote a fu n era l march which was required  by the army 
bands. E n t it le d  simply Funeral March, i t  was completed and scored in  
November 1926. I t  i s  not intended to  be I r i s h  in  s t y l e ,  and i s  based 
on o r ig in a l  m a te r ia l .  The f i r s t  s e c t io n  grows from a two-bar f ig u re  
which i t s e l f  fo l lo w s  a solemn homophonie opening (Example 63) .
EXAMPLE 63
This simple opening le a d s  to  a p iec e  o f  in c r e a s in g  com plexity  which 
i s  e la b o r a te ly  harmonized and scored . In t h i s  r e sp e c t  the p iec e  i s  
of i n t e r e s t  as the f i r s t  in  which he employs saxophones. However, 
never p a r t ic u la r ly  fond o f t h e ir  d i s t i n c t  co lo u r ,  he u ses  them merely 
to  double c l a r in e t  parts  a t  the o c ta v e .  The t r i o  i s  founded on an 
e s p r e s s iv o  melody f i r s t  played by the upper woodwind instrum ents  
(Example 64 ) .
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I t s  unhurried r i s e  and f a l l  g iv e s  t h i s  melody an e s p e c ia l  breadth and 
e le g a n c e .  The forward motion i s  aided by the s h i f t i n g  rhythmic 
p a t te r n s .  Yet i t  a s s im i la t e s  to  the symmetrical e ig h t-b a r  pattern .  
And i t  does not escape the p r o c l iv i t y  to  chromatic i n f l e c t i o n ,  the 
commencement o f  the second phrase i s  almost maudlin. But i t  ranks 
high in  a c r e a t iv e  output which has g e n e r a l ly  an u n d ist in gu ish ed  
l e v e l  o f  melodic in v en t io n .
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O verall the  Funeral March i s  an accomplished p iec e  o f  w r it in g  
and i t  i s  ev id en t  th a t  th ose  marches o f  reduced tempo and broader 
s c a le  such as H eil  D anzig , Grosse Z e i t ,  neue Z e i t , and t h i s  Funeral 
March b est  accommodate Brase*s expansive  s t y l e .
O r ig in a l Compositions and Arrangements
D esp ite  h i s  l i f e l o n g  a s s o c ia t io n  w ith the m i l i ta r y  band, a l l  of  
B ra se 's  la r g e r  works for the medium were w r it ten  during h i s  l a t e  
c r e a t iv e  period in  Ire la n d . This su r p r is in g  circum stance i s  a d ir e c t  
r e s u l t  o f  h i s  con stant  preferen ce  fo r  o r c h e s tr a l  com position . The 
f i r s t  o f  th e se  works was the s e t  o f  s ix  f a n ta s ia s  which Brase wrote 
in  response to  the o b je c t iv e  o u t l in e d  by Larchet, th at  th e  bandmaster 
would have a r e s p o n s i b i l i t y  for  the  development of I r i s h  music. They 
earned p u b lic  approbation and con tr ibuted  to  h i s  popular acceptance.  
But they a l s o  generated a debate over t h e ir  ap propriaten ess  and 
s i g n i f i c a n c e .
The n a t io n a l  fa n ta s ia  for  band was in  vogue during t h i s  period.  
Such works presented  a m usical p o r t r a i t  of a country through an 
arrangement o f  i t s  ind igenous a i r s .  Many were o f  a poor q u a l i ty ,  
e x h ib i t in g  l i t t l e  thought in  the ch o ice  o f  a ir s  and even l e s s  care in  
t h e ir  treatm ent. Some introduced u n rela ted  m elodies w ith such 
r a p id i ty  as  to  produce a m u sica lly  incoh erent patchwork. Works of  
t h i s  c l a s s  had l i t t l e  m usical v a lu e ,  and they r e l i e d  s o l e l y  for  
t h e ir  i n t e r e s t  on a f a m i l ia r i t y  w ith  the b a s ic  m elod ies .
Therefore in  approaching the n a t io n a l  fa n t a s ia ,  Brase was 
en ter in g  a m u sica lly  suspect area . And how w e l l  he overcame the
p i t f a l l s  and c l i c h e s  and turned a hackneyed form in to  a most noble
and u s e fu l  v e h ic l e .  Indeed h i s  r e p u ta t io n  would be secure even i f  i t  
depended e x c l u s i v e ly  on I r i s h  F an tas ia  N o . l . This f in e  work was to
s e t  the  standard fo r  the f i v e  remaining f a n t a s ia s .  For having had
the  fortune to  d isco v er  a formula which was both m u sica lly  s a t i s f y in g  
and commercially popular, Brase saw l i t t l e  need to  change. The f i r s t  
fa n t a s ia  was completed w ith in  seven months of h i s  a r r iv a l  in  Ire land .  
By the end o f  1925 he had w r it te n  fou r ,  the l a s t  o f  which he proudly
-65-
ded icated  to  S ir  Hamilton Harty. The f i f t h ,  S p ir i t  of the I r ish  
Army, was w r it te n  fo r  a m i l i t a r y  t a t t o o  held in  September 1927. I t  
i s  a ch ro n o lo g ic a l  fa n ta s ia  d e p ic t in g  the m i l i ta r y  h is to r y  of  
Ire la n d . I t  i s  unique in  th a t  i t  in c lu d es  a part fo r  the bagpipes. 
The l a s t  o f  the  s ix  fa n ta s ia s  was completed in  1930.
As a l l  the  fa n ta s ia s  e x h ib i t  a s im ila r  approach, a d iscu ss io n  of  
I r i s h  F antasia  N o .l  w i l l  s u f f i c e  to  demonstrate the s t y l e .  The work 
opens w ith an im pressive  t u t t i  in tr o d u c t io n .  Marked M aestoso, the  
unison opening h in t s  a t ,  but does not d i r e c t ly  s t a t e ,  th e  t r a d i t io n a l  
a i r . The Foggy Dew. A short rhythmic and homophonic s e c t io n  fo l lo w s  
the  unison l i n e  and le a d s  to  a dramatic augmented s ix t h  which 
e v e n tu a l ly  r e s o lv e s  to  the dominant n in th  o f  C minor. This  
dissonance f in d s  r e le a s e  in  a descending c l a r in e t  cadenza which 
covers  two o c ta v es  and tr a n s fe r s  to  bassoon fo r  another octave and a 
h a l f .  There can be l i t t l e  doubt th a t  had a bass c l a r in e t  been 
a v a i l a b l e ,  Brase would have chosen i t ,  rather than bassoon, for  
c o n s is te n c y  of to n e .  The Foggy Dew i s  introduced in  tenor  
instrum ents and accompanied w ith great r e s t r a in t  by bassoons and 
tubas employing a to n ic  pedal and d r o n e - l ik c  f i f t h  (Example 65).
EXAMPLE 6 5  
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A l y r i c a l  and w ide-ranging cou n tersu b jec t  i s  l a t e r  supplied  by 
c l a r i n e t s .  I t s  entry  s ig n a ls  the beginning o f  a d e ta i le d  examination  
of  th e  theme, w ith  melodic i n f l e c t i o n  and s u b t le  rhythmic a l t e r a t io n  
s e t  in  a panoply o f  o r c h e s tr a l  co lou r .  I t  i s  t h i s  very a t te n t io n  and 
r e s p e c t  which Brase a f fo rd s  the su b je c ts  th a t  d i f f e r e n t i a t e s  h is  
f a n t a s ia s  from th e  banausic examples mentioned above. An a d d it io n a l  
s tren gth  i s  h i s  a b i l i t y  to  develop m a ter ia l  w ithout becoming 
garru lous . He m aintains an economy o f  s t y l e  by u t i l i z i n g  some 
developments as l in k in g  p assages .  This i s  the  case  w ith the  
u n ra v e ll in g  o f  The Foggy Dew which n e a t ly  announces 0 ' D onnell' s 
March. Played by oboe, trum pets, and euphonium, t h i s  a t t r a c t i v e  
march i s  em bellished  w ith  a running semiquaver contrapuntal melody in  
upper woodwind. There fo l lo w s  a sh ort  ex p lo ra tio n  o f  the theme which 
i s  s u i ta b ly  p la y fu l  in  ch a ra cter .  But the trumpets i n f i l t r a t e  t h i s  
i d y l l  w ith  a presage of the solemn, but b e a u t i f u l ,  S i l e n t . 0 Moyle, 
which i s  subsequently  introduced fo l lo w in g  a mournful c la r in e t  so lo  
and a lo n e ly  open octave  in  horns. The s e t t in g  of t h i s  a ir  i s  r ich  
and in t e n s e ,  but q u ite  orthodox (Example 6 6 ) .
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Against t h i s  b a s ic  harmonic s tru c tu re  i s  p laced  a dramatic woodwind 
l i n e  in  which one f ig u r e  i s  e v o c a t iv e  o f  a breeze w h ile  another i s  
rem in iscen t of a tortu red  cry .  D esp ite  such a d d it io n s ,  the  melody i s  
never overwhelmed. I t  r e t a in s  i t s  d ig n ity  throughout, and the f i n a l  
adjustment to  th e  major mode o f f e r s  a most r e s t f u l  and b e a u t ifu l  
moment. Among the  other slow a i r s  r e fe rred  to  are C ait Ni D huibhir, 
which i s  s e t  fo r  s o lo  f l l lg e l  horn (or co rn e t)  over a f u l l ,  but sim ple  
accompaniment, and Sean 0 Duibhir an Ghleanna, which employs a pair  
of f l l lg e l  horns. The treatm ent of a l l  th e  su b je c t s  d is p la y s  an 
i n t e l l i g e n t  awareness of t h e ir  ch a ra cter .  One in s ta n c e  i s  the  
hornpipe, The Harvest Home, which i s  s e t  in  a manner s u f f i c i e n t l y  
sim ple to  support i t s  a t t r a c t i v e ,  but in n a te ly  d e l i c a t e  nature.
B rase1s a b i l i t y  as an o r ch es tra to r  i s  seen to  p a r t ic u la r  
advantage in  t h i s  work. The constant changes o f  te x tu r e  and colour  
and the s e n s i t i v e  matching o f  instrum ents and themes are c h ie f  ~ 
a t t r a c t io n s  of th e  p ie c e .  Yet i t  i s  not w ithout i t s  im p er fe c t io n s .  
The most n o ta b le  i s  th e  in c lu s io n  o f  the s tereo typ ed  b lu s te r y  f i n a l e ,  
on t h i s  o cca s io n  based on Let Erin Remember, which provides a 
s u b t i t l e  fo r  the  f a n t a s i a .  As a product of pre-war Prussian  
ed u cation , B r a se 's  p rop en sity  to  bombast was d o u b tle ss  acquired, but 
i t  i s  n o n e th e le s s  un fortun ate . For the most part i t  i s  a tendency he
keeps w e l l  in  check, but concluding s e c t io n s  in v a r ia b ly  see  a return
of  the mannerism.
N otw ithstanding , i t  was the f i n e s t  work o f  i t s  type devoted to  
I r i s h  a i r s  in  th e  band r e p e r to ir e .  Even to  the  presen t i t  has few 
r i v a l s .  Only Songs o f  the Gael ( o p .31, 1924) by B.Walton O'Donnell, 
and a few works by A .J .P o t te r  and T .C .K elly  approach th e  q u a l i ty  of  
B ra se 's  f i r s t  f a n t a s i a .  I t  i s  an e s p e c i a l l y  remarkable achievement
because Brase had so l i t t l e  time to  accustom h im se lf  to  the s tru ctu re
and character  o f  I r i s h  music. The speed w ith  which he c o l l e c t e d  the  
a i r s ,  completed the  arrangement, and then rehearsed and performed i t ,  
in  no manner d e tr a c t s  from the work which remains the f i n e s t  o f  h i s  
e x e r c is e s  in  th e  form.
A c o n s id e r a t io n  o f  the  re levan ce  o f  the  f a n t a s ia s  must take  
account o f  the r a t io n a le  underly ing  t h e ir  c r e a t io n .  Of a l l  the
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o b je c t iv e s  s e t  by Larchet, th e  s c h o o l ' s  o b l ig a t io n  towards I r is h  
music was arguably the most d i f f i c u l t  to  r e a l i z e .  In h is  cap ac ity  
as m usical d ir e c to r  a t  D u b lin 's  Abbey T heatre , Larchet arranged 
t r a d i t io n a l  a i r s  fo r  the orch estra  and performed them during the  
in t e r v a l s  o f  p la y s .  For many presen t t h i s  was an in trod u ction  to  the  
ind igenous t r a d i t i o n ,  for  they would have been acquainted only with  
some popular I r i s h  a i r s  and Moore's m elod ies .  L arch et's  a sp ir a t io n  
was to  have Brase continue  t h i s  work, employing m i l i t a r y  bands to  
dissem inate  the n a t iv e  cu ltu r e  to  fa r  la r g er  au d ien ces .  D oubtless  he 
a n t ic ip a te d  arrangements which would be ed u ca tive  rather than 
profound. This reason ing  h e lp s  ex p la in  why he en tru sted  the h er ita g e  
to  the m i l i t a r y  band, a medium which appears somewhat inappropriate  
to  the nature and s t y l e  of I r i s h  music. The n a t io n a l  repertory of  
fo lk son g  i s  dominated by song a i r s  and dance tu n es,  although marches 
do form a c o n s id e r a b le  part of the  h e r i ta g e .  This question  of a 
band's s u i t a b i l i t y  to  represen t  t r a d i t i o n a l  song was fundamental to  
some of the e a r ly  c r i t i c i s m  of B ra se 's  f a n t a s i a s .  But i f  there i s  a 
flaw  i t  i s  in h ere n t  in  the purpose ra th er  than in  th e  response.
Indeed so competent was B rase 's  response th a t  i t  more than v in d ic a te s  
the o b je c t iv e .
An acquaintance w ith th e  s tr u c tu r e s  and cadences of the I r is h  
language, and w ith th e  rhythms of f o lk  dances, can co n tr ib u te  to  a 
f u l l e r  a p p rec ia t io n  o f  I r i s h  fo lk  music. D esp ite  being deprived of  
such a background, Brase managed to  a s s im i la t e  the s t y l e  with  
commendable e x p e d it io n  and a s s i d u i t y .  And h i s  changing approach 
ev id en t over th e  course  o f  the f a n t a s ia s  r e f l e c t s  h i s  growing 
conversance w ith  th e  idiom. He d is p la y s  co n s id era b le  s k i l l  in  
choosing a i r s  which would not s u f f e r  in  th e  tr a n s fe r  to  m il i ta r y  
band. He was e q u a lly  sedulous in  p resen t in g  the a i r s  in  a manner 
designed to  p reserve  t h e ir  n atura l beauty. I t  i s  tru e  th a t  h i s  
harmonic p a l e t t e  i s  a t  tim es q u ite  r i c h ,  but he was not unbending and 
the  fa n ta s ia s  demonstrate many examples o f  h i s  con sc iou s  attempt to  
a s s im i la t e  a t r u ly  I r i s h  s t y l e  w ithout ever descending in to  
p a s t ic h e .  He demonstrated in c r e a s in g  d isc r im in a t io n  in  h is  ch o ice  of 
m a ter ia l  and th e  l a t e r  f a n t a s ia s  con ta in  some l e s s  fa m il ia r  a i r s .  He 
a ls o  responded to  a d v ic e ,  and some modal treatm ent o f  appropriate
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a i r s  i s  ev id en t  in  l a t e r  works. But as a c o n tr ib u t io n  to  the  
p reserv a t io n  o f  I r i s h  fo lk so n g , th ese  works were always destined  to  
be o f  n e g l i g i b l e  v a lu e .  The estab lish m en t o f  the I r i s h  broadcasting  
s e r v ic e  in  1926 under the d ir e c t io n  o f  a p r a c t i s in g  t r a d i t i o n a l  
m usician , Seamus C la n d i l lo n ,  o f fe r e d  an in c r e a s in g  number of  
su b sc r ib e r s  the opportunity  to  experien ce  t r a d i t i o n a l  music in  i t s  
o r ig in a l  form rendered by lead in g  exponents. Along w ith the work of  
such bodies  as The I r i s h  Folk Song S o c ie ty ,  The I r i s h  F olk lore  
Commission, and Comhaltas C e o l t o i r i  Eireann, t h i s  innovation  
e f f e c t i v e l y  made o b s o le t e  the Army School o f  M usic's  r e s p o n s i b i l i t y  
towards the  p reserv a t io n  o f  the  h e r i ta g e .  I t  i s  t e l l i n g  th at  in the  
m ain ,B rase ' s f a n t a s i a s ,  l i k e  h i s  marches, were w r it te n  in  a 
concentrated  period  s h o r t ly  a f t e r  h is  a r r iv a l  in  Ire la n d .  These 
developments were a con tr ib u tory  fa c to r  in  h i s  d e c i s io n  to  focus h is  
a t t e n t io n  on w r it in g  fo r  German p u b lish ers  and audiences in  the l a s t  
ten  years of h i s  l i f e .
Brase numbered the  s ix  f a n ta s ia s  among h i s  most important 
c r e a t iv e  c o n tr ib u t io n s .  Taken on t h e ir  m er its  they are c le v e r ly  
wrought p i e c e s ,  c h a l le n g in g  fo r  band and s a t i s f y i n g  for  both 
performer and l i s t e n e r .  They discharged a v a lu a b le  s e r v ic e  in  making 
I r i s h  a ir s  a v a i la b le  in  a d ig n i f i e d  s e t t in g  fo r  audiences both in  
Ire lan d  and abroad. They were a worthy resp on se  and they earned him 
th e  g r a t i tu d e  and r e s p e c t  of a g en era t io n .  But t h e ir  broader 
s ig n i f i c a n c e  was l im ite d  by t h e ir  very purpose, a purpose which 
r e s t r i c t e d  them to  a tim e and p la c e .  He became immersed in  a 
p r o v in c ia l  n a t io n a lism  which r e s u lte d  in  the f a n t a s i a s ,  with the  
excep tion  o f  I r i s h  F an tasia  N o.l which i s  of a q u a l i ty  to  ensure i t s  
s u r v iv a l ,  becoming dated , in s u la r ,  and la r g e ly  n e g le c te d .
F l ie g e r  Escapaden
B ra se 's  f i n a l  com position  fo r  m i l i t a r y  band, F le ig e r  Escapaden 
(Air Escapades), was completed in  Dublin in  February 1935. This i s  
one o f  the works w r it te n  fo r  a German audience and i t  has found 
c o n s id era b le  p o p u la r ity  th e r e ,  but i s  l i t t l e  known in  Ire lan d . I t  i s  
a s in g le  movement ch aracter  p ie c e  which conforms to  h i s  usual
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th r e e fo ld  d iv i s i o n ,  and i s  one of h i s  most consummate p ie c e s  of  
w r it in g .  The f i r s t  theme i s  p la y f u l ly  e n e r g e t ic  w ith a r e l ia n c e  on 
semiquaver chromatic s c a l e s .  They fo l lo w  th e  opening diminished  
chord on B n atu ra l which, in  t y p ic a l  fa sh io n ,  co n cea ls  the home key 
of E f l a t  major. The l y r i c a l  second theme (Example 6 7 ) ,  played by 
c l a r in e t  and oboe, o f f e r s  some r e s p i t e  from the onward th ru st  o f  the  
opening s e c t io n .
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I t  too  succumbs to  the  rhythmic v i t a l i t y  which i s  a t  the heart of  
t h i s  work's appeal.  The t r i o  i s  s e t  in  the subdominant and in  6 /8  
t im e. The main theme i s  d iv ided  between brass and woodwind and i t  
r e t a in s  the fro l ic so m e  nature o f  the f i r s t  s e c t io n  (Example 68 ) .
A short f ig u r e  used to  in troduce  the t r i o  re tu rn s  throughout as a 
commentary (Example 6 9 ) .
E XAMPLE 6 9
Most admirable in  t h i s  work i s  th e  m asterly  w r it in g  fo r  in d iv id u a l  
in stru m en ts .  Each l i n e  i s  o f  i n t e r e s t  and i s  demanding fo r  the  
performer. As an experienced  bandmaster, Brase was ever con sc ious  of 
the c a p a b i l i t i e s  o f  the band in strum ents .  He was eq u a lly  aware of  
th e  band's l i m i t a t i o n s ,  a lthough many o f  h i s  t r a n s c r ip t io n s  are very 
demanding. Consequently h i s  band p ie c e s  tend to  be sh orter  than the  
o r c h e s tr a l  works. This may help exp la in  why he adopted a 
con ven tion a l form; i t  allowed him s t a t e  h i s  argument without unduly 
ta x in g  the in s tr u m e n ta l i s t s .  B e s id e s ,  Brase was not form ally  
in n o v a t iv e .  I t  i s  h i s  assurance in  working w ith in  t h i s  ternary form 
th a t  c o n tr ib u te s  so much to  the  su ccess  o f  F l ie g e r  Escapaden.
T ra n scr ip t io n s
B ra se 's  h a b itu a l  p r a c t ic e  o f  tr a n s c r ib in g  h i s  works from one 
genre to  another has a lready  been noted . A ccordingly  th ere  are many 
band p ie c e s  which were o r i g i n a l l y  w r it ten  fo r  o rc h e s tr a ,  sa lon  or 
f u l l ,  or fo r  piano. These works are d iscu sse d  under the medium for  
which they were o r i g i n a l l y  w r i t t e n ,  but b r ie f  c o n s id e r a t io n  i s  
afford ed  them here because they r e v e a l  much about h i s  concept o f  the  
m il i t a r y  band. He concurred w ith a notion  th a t  was popular in  the  
e a r ly  tw en tie th  century , th a t  th e  band was a v ic a r io u s  orch estra .
This concept i s  documented by Adkins in  h i s  T r e a t i s e  on the M ilita ry  
Band;
. . .  the  purpose o f  the M i l i ta r y  Band i s  to  
reproduce, where p o s s ib l e ,  th a t  which can 
be played by th e  O r c h e s t r a . . . .
For I r i s h  au d ien ces ,  t h i s  was i n i t i a l l y  a novel n o t io n ,  but i t  was 
fundamental to  B ra se 's  t r a n s c r ip t io n s .  In both o r ig in a l  works and 
arrangements, he c u l t i v a t e d  a smooth o r c h e s tr a l  q u a l i t y ,  contrapuntal 
in  manner and r ich  in  t e x tu r e ,  a s t y l e  anomalous to  th a t  p reva lent in  
Ire lan d  a t  the  tim e. The wide-bored brass instrum ents  and the  
adoption  o f  low p itc h  were fa c to r s  in  a c h ie v in g  t h i s  tim bre, and, 
in d eed , N o .l  Band was freq u e n t ly  appraised  on i t s  a b i l i t y  to  sound 
o r c h e s t r a l .  Brase con tr ib u ted  to  t h i s  a t t i t u d e  w ith  h i s  frequent  
o r c h e s t r a l  t r a n s c r ip t io n s .  But h i s  method o f  t r a n s c r ip t io n  made
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co n s id era b le  demands on the t e c h n ic a l  competence o f  the bandsmen. He 
p la c e s  the  v i o l i n  p arts  in  th e  c l a r in e t s  and thus accords with a 
commonplace p r a c t ic e  o f  th e  day, and one w idely  advocated by 
a u t h o r i t i e s  on the su b jec t:
The s o lo  B f l a t  c l a r i n e t s  occupy, in  the  m i l i t a r y  
band, a p o s i t io n  analogous to  th a t  o f  the f i r s t  
v i o l i n s  in  the o rc h e s tr a .
I f  taken l i t e r a l l y ,  such in d isc r im in a te  th in k in g  can cause problems 
fo r  arrangers and perform ers. B ra se 's  Londonderry Clog provides  
in s ta n c e  o f  t h i s .  An e f f e c t i v e  p ie c e  o f  o r c h e s tr a l  w r i t in g ,  i t  can 
sound fu ssy  and la b o r io u s  in  h i s  l i t e r a l  t r a n s c r ip t io n  o f  the taxing  
s t r in g  w r it in g  u n le s s  played by th e  most competent c l a r i n e t t i s t s .  As 
an experienced  m usician and a c l a r i n e t t i s t ,  Brase was d ou btless  aware 
of  the demands he made, and i t  says  much fo r  the  standard of h i s  band 
th a t  they r e g u la r ly  performed tr a n s c r ip t io n s  o f  t h i s  d i f f i c u l t y .  But 
such works make no allowance fo r  l e s s  accomplished groups. Not a l l  
the t r a n s c r ip t io n s  are so e x a c t in g .  Menuett, which was o r ig in a l ly  
w r it te n  fo r  piano and then arranged for  sa lon  o rch estra  and m il i ta r y  
band, t r a n s la t e s  w e l l  and i t  was warmly rec e iv ed  when performed 
during the Army N o .l  Band's second p ublic  con cer t  in  January 1924.
Brass Band
The German Army had many brass bands ( JMgermusik) during B rase's  
period o f  s e r v ic e .  Such bands were a s so c ia te d  w ith a r t i l l e r y  and 
cava lry  reg im en ts ,  th e  l a t t e r  o f te n  performing on horseback. The 
in stru m en tation  comprised high c o r n e ts ,  B f l a t  and a l t o  corn ets ,  
b a r ito n e s  and euphoniums, French horns, trumpets in  F, and tubas in  
F. The m ajor ity  of th e s e  bands did without p ercu ss ion  instrum ents.  
B ra se 's  few works fo r  the medium are t r a n s c r ip t io n s  made during h is  
e a r l i e s t  years  o f  s e r v ic e  in  th e  German Army. The most notab le  of  
th e s e  p ie c e s  i s  the  march, Jugenderinnerungen. Although th ese  works 
were w r it te n  when he was s t i l l  a s tu d en t ,  they  e x h ib i t  a con fid en t  
grasp o f  th e  i n t r i c a c i e s  o f  brass  band sco r in g .
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Solo Piano
The com positions fo r  s o lo  piano provide us w ith the e a r l i e s t  
examples o f  B ra se 's  c r e a t iv e  s t y l e .  They rep resen t  h i s  f i r s t  
com posit iona l e x e r c is e s  and they help to  ex p la in  much th a t  i s  
revea led  in  h i s  mature works. The e a r l i e s t  group conforms to  the  
t r a d i t io n  o f  the single-movement l y r i c  p ie c e .  This d im inutive art  
form o r ig in a te d  in  the c l a s s i c a l  minuet, and i t  enjoyed i t s  f low ering  
in  the middle and l a t e  n in e teen th  century. B r a se 's  works are 
s im i la r ly  based on ternary song and dance forms. They p ossess  
c o n tr a s t in g  ep isod es  l ink ed  by short in trod u ctory  s e c t io n s ,  and many 
ach ieve  a u n ity  by rep eatin g  e p is o d ic a l  m a ter ia l  towards the end.
The o p . l  i s  a w a ltz  in  F major th a t  bears th e  c h a r a c t e r i s t i c a l ly  
determined t i t l e .  Strebe VormMrtz! (S tr iv e  Onward). The d es ig n a t io n ,  
o p . l ,  i s  B ra se 's;  he e v e n tu a lly  abandoned the p r a c t ic e  o f  employing 
opus numbers. I t  does not bear a d a te ,  but i s  s im i la r  in  s t y l e  to  
the o p .2, a Mazurka b r i l l i a n t e  which was completed on 9 November 
1894. This second p iec e  i s  another Charakterstück bearing the 
in s c r ip t io n  Mein Heimatland and th e  s u b t i t l e  Erinnerungen aus der 
J ugen dzeit  (Memories from Childhood). The other su rv iv in g  p ie c e s  are 
another Mazurka b r i l l i a n t e  o p .4 in  C sharp minor from 1895, a w altz  
in  G minor o p .7 from 1896, and C apriccio  o p .12 n o . l  dated December 
1898. While they are s im ila r  in  s t y l e ,  the  l a t e  p ie c e s  are more 
assured and have a f u l l e r  t e x tu r e .
Conventional in  s tru c tu re  and con ten t ,  th e s e  are apprentice  
works and can be viewed as com p osit ion al e x e r c i s e s  which co n sc io u s ly  
look back to  the grea t  Romantic m asters , and most n otab ly  to  Chopin. 
His in f lu e n c e  i s  revea led  in  the form, the regu lar  e ig h t-b a r  p er iod s ,  
and the coloured but fundamentally d ia to n ic  harmony. I t  i s  a ls o  
ev id e n t  in  th e  m elodic w r it in g  which i s  r e p le t e  w ith chromatic 
d ecora tion  such as the  p assing  n o te s  in  the e p is o d a l  theme in  
Strebe VormMrtz.' (Example 7 0 ) .
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I t  i s  in  th e  melodic w r it in g  th a t  Brase f a l l s  some way short o f  h is  
paragons and betrays h i s  in ex p er ien ce .  The Mazurka b r i l l i a n t e  o p .4 
o f f e r s  both a t t r a c t i v e  m elodic examples (Example 71) and ones that  
are more n a ïv e  (Example 72 ) .
EXAMPLE 71
The s tr u c tu r e  of C apriccio  i s  r e p r e se n ta t iv e  o f  the  other early  
p i e c e s .  I t  opens with a short in tro d u ct io n  le a d in g  to  a rhythmic 
f i r s t  theme in  the t o n ic ,  C minor. I t  turns to  G major for  a 
c o n tr a s t in g  theme which, a f t e r  a p e r fe c t  c l o s e ,  re turn s  to  the f i r s t  
theme and key. A move to  the submediant major b rings another theme 
which t r a v e l s  to  G sharp minor and E major b efore  return ing  to  A f l a t  
major. The opening theme i s  s ta te d  s u c c in c t ly ,  in  the home t o n ic ,  to  
b ring  th e  s e c t io n  to  a c l o s e .  Short in tr o d u c t io n s  are a fea tu re  of  
th e  s t y l e ,  and a four-bar example i s  employed to  herald  the cen tra l  
ep iso d e  in  A major. This has an independent theme and i s  supplied  
w ith  a r e la t e d  companion in  D f l a t  major. The p a ttern  o f  the se c t io n  
i s  completed w ith  a return o f  th e  A major key and theme. The f i r s t  
s e c t io n  r e tu r n s ,  but with th e  co n tr a s t in g  id e a ,  again in  G major, 
appearing before  the opening theme. The C minor theme i s  c u r ta i le d  
and i t  g iv e s  way to  the f i r s t  id ea  from th e  c e n tr a l  ep isod e ,
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form erly heard in  A major now transposed  to  C major, and i t  i s  with  
t h i s  id ea  th a t  the work conclud es .
This compound ternary form, ev iden t in  th ese  e a r l i e s t  works, was 
to  remain a standard s tru c tu re  fo r  Brase, and i t  can be noted, with  
m o d if ic a t io n s ,  in  the m ajority  o f  h i s  la r g e r  works. The s e c t io n a l  
approach, key c o n tr a s t s ,  ju x ta p o s i t io n  o f  major and minor keys, and 
r e la t io n s h ip s  of a th ir d  were to  remain s t y l i s t i c  f e a tu r e s .  The 
s tr u c tu r e  afforded  him a u n i f ie d  dramatic form w ith  the p o s s i b i l i t y  
of a k a le id o sc o p ic  range o f  keys and strong to n a l c o n tr a s ts  without  
engaging in  the  w r it in g  o f  developments. He fu r th er  a s s o c ia t e s  
h im se lf  w ith  Chopin and the  l a t e  Romantic t r a d i t io n  not only through 
the v a r ie ty  of keys he employs but a ls o  through h i s  frequent use of  
more d is ta n t  to n a l  r e g io n s .
A fu rth er  fe a tu r e  o f  th e  form i s  the  r e p e t i t io n  o f  a theme from 
th e  c e n tr a l  ep isode  a t  the c l o s e  o f  the movement. This t r a i t ,  which 
becomes a c h a r a c t e r i s t i c  a t t r ib u t e  o f  the  s t y l e ,  r e f l e c t s  an 
e s ta b l is h e d  t r a d i t i o n ,  but a l s o  su g g e s ts  the p a r t ic u la r  in f lu e n c e  of  
B r a se 's  former theory teach er  in  L e ip z ig ,  Salomon Jadassohn, who 
ad vised  o f  ' th e  p r in c ip le  th a t  every fr e sh  important idea  must occur 
tw ice  in  a movement'.1 As a u th o r i ty ,  he c i t e s  the A l le g r e t to  from 
B eethoven 's  Piano Sonata o p .14 n o . l  in  which a p ortion  o f  the t r io  i s  
repeated  and employed as a coda to  the movement.
Beethoven thereby emphasises the p r in c ip l e  that  
nothing o f  importance can appear only  once in  a 
movement.
Brase was to  remain f a i t h f u l  to  t h i s  advice  and i t  i s  one of the 
fa c t o r s  th a t  c o n tr ib u te s  to  the orthodoxy of h i s  l a t e r  works.
The management o f  the co n s id era b le  harmonic resource  d isplayed  
in  th e se  e a r ly  p ie c e s  i s  im p ress iv e .  There are momentary la p s e s ,  but 
th e s e  are d o u b tle ss  the product o f  in ex p er ien ce;  he was not ye t  20 
when he wrote the f i r s t  o f  th e s e  works. The primary f a i l i n g  l i e s  in  
the m elodic c o n s tr u c t io n .  The form r e l i e s  fo r  i t s  s u ccess  on the  
mastery o f  a l y r i c a l  s t y l e ,  whereas Brase was not a d i s t i n c t i v e
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m e lo d is t .
C oncentration on la r g er  works and the break from c r e a t iv e  
a c t i v i t y  which accompanied h is  f i r s t  p o s t in g  as a bandmaster, 
re s u lte d  in  a long break from th e  com position  of piano p ie c e s .  He 
more than atoned fo r  h i s  n e g le c t  o f  the genre with some 20 
independent piano p ie c e s  between the c l o s e  o f  the Great War and h is  
a r r iv a l  in  Ir e la n d .  The p r a c t ic a l  im pulse underlying t h e ir  crea t io n  
has already been mentioned and they  are accord in g ly  popular in  manner 
and are d ir e c te d  towards the c u l t iv a t e d  amateur, a lthough some demand 
a con s id erab le  t e c h n ic a l  f lu e n c y .  Their purpose d i c t a t e s  th a t  they  
rev e a l more of the period than o f  B r a se 's  temperament and s t y l e .  Yet 
h is  in n ate  m u s ic a l i ty  and t e c h n ic a l  f a c i l i t y  ensure th at  they p ossess  
e legance  and i n t e r e s t .
A ll  are character  p ie c e s ,  and th e  m ajor ity  are in  sim ple ternary
form. The w a ltz ,  Orchideen in  B minor published  in  1922, i s
emblematic o f  th e  sim pler p ie c e s  from t h i s  p er iod .  I t  commences with  
a tw elve-bar  in tr o d u c t io n  which r e s o lv e s  w ith  a p e r fe c t  cadence to  
the to n ic .  An accompanying chordal f ig u r e  i s  s ta te d  fo r  four bars 
p rior  to  th e  in tr o d u c t io n  o f  the  f i r s t  theme. This i s  con structed  in
regu lar  e ig h t-b a r  p er iods  w ith a c e n tr a l  modulation to  the  dominant.
A c o n tr a s t in g  theme i s  presented  in  th e  r e l a t i v e  major fo r  s ix te e n  
bars before  a sh ort  l in k in g  passage re in tr o d u ce s  a f u l l  statem ent of  
the f i r s t  idea  to  conclude the s e c t io n .  The t r i o  opens w ith a more 
r e s t f u l  melody in  G major which i s  a l s o  sym m etrical. The f i r s t  
s e c t io n  i s  r e s ta t e d  w ith only minor m o d if ic a t io n s  to  complete the  
work.
The ch o ice  o f  the major key o f  th e  submedient as the  t o n a l i t y  of  
the t r i o  i s  noteworthy. I t  i s  eq u iv a le n t  to  the subdominant o f  the  
r e l a t i v e  major, and p la g a l  r e la t io n s h ip s  are a fe a tu r e  o f  B rase 's  
ternary  forms. Their use in  the march, and the in f lu e n c e  o f  the  
march s tr u c tu r e  on other gen res , has been a lluded  to  a lread y . The 
use of the subdominant in  many o f  th e se  character  p ie c e s  demonstrates  
th a t  Brase was not s o l e l y  in f lu e n c e d  by the march, but by a whole 
t r a d i t io n  o f  approach to  ternary form. The n in e teen th -cen tu ry  
m asters did not employ the subdominant op tion  fr e q u e n t ly ,  but
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s u f f i c i e n t  examples occur, e s p e c ia l ly  in  the  sm aller  ternary forms, 
to  demonstrate th a t  i t  was a v a i l a b l e .  The Minuet and Trio from 
B eethoven's  Sonata o p .10 n o .3 and the Scherzo and Trio from o p .26 can 
be c i t e d  as  examples, as can the  P o lo n a ise  in  A o p .40 n o . l  by Chopin. 
I t  i s  rarer  to  f in d  the r e la t io n s h ip  in  la r g e r  works, but Schumann's 
C major Fantasy, and Chopin's F minor B allade do provide in s ta n c e s .  
The a s s o c ia t io n  o f fe r e d  Brase a g e n t le r  c o n tr a s t  than the  
tonic-dom inant p o la r i t y  which occurs l e s s  freq u en t ly  in  h i s  work.
I t  i s  the  manner in  which he employs the subdominant 
r e la t io n s h ip  th a t  g iv e s  th e se  l i g h t e r  p ie c e s  a p a r t ic u la r  i n t e r e s t .  
For i t  i s  never s ta te d  as ob v io u s ly  as in  the  marches. Another of  
the sim ple tern ary  p ie c e s ,  B e lv e d e r e , a minuet a ls o  from 1922, 
provides example o f  h i s  more s u b t le  approach. The opening s e c t io n  in  
D major corresponds to  the ternary  p a ttern  ev id en t  in  Orchideen. But 
the t r i o  i s  s e t  in  G minor and only  on i t s  second statem ent does i t  
move to  the  major key.
A v a r ia n t  o f  th e  sim ple tern ary  form i s  provided by another 
group o f  works, o f  which the serenade, Joska in  B f l a t  major (1920),  
and the p o lka , P i e r e t t e  (1921) are examples. While r e ta in in g  the  
subdominant r e la t io n s h ip ,  they  fo l lo w  the p a ttern  o f  the A l le g r e t to  
from B eethoven 's  Sonata o p .14 n o . l ,  and indeed o f  B ra se 's  e a r l i e r  
works, by rep ea t in g  m ater ia l from th e  ep isod e in  the coda.
More complex in  concept and s tr u c tu r e ,  and arguably the f i n e s t  
work o f th e  p er iod , i s  the  C harakterstück , Waldmürchen 
(F orest  T a le s ) .  This i s  programmatic in  conception  and i s  
accord in g ly  s e c t io n a l i z e d .  A slow and f u l l  in tr o d u c t io n  g iv e s  way to  
a tr ip p in g  polka in  A f l a t  major. A l y r i c a l  theme i s  then heard in  
the subdominant. This s e c t io n  i s  p a s to r a l  in  mood; i t  even s p e c i f i e s  
an o r n i t h o lo g ic a l  con versa tion  which in c lu d e s  cuckoo c a l l s  and 
t r i l l s .
Like th e  o ther  works of t h i s  p er iod , WaldmHrchen was published  
in  s e t t i n g s  fo r  o ther instrum ents and com binations. Apart from the  
o r ig in a l  piano s e t t i n g ,  i t  was a l s o  arranged fo r  piano duet, v i o l i n  
and p iano, s o lo  v i o l i n ,  sa lon  o rc h e s tr a ,  f u l l  o rch es tra ,  m il i ta r y
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band, and brass band.
A number o f  m i l i t a r y  marches w r it te n  s p e c i f i c a l l y  fo r  piano a lso  
su rv ive  from t h i s  p er iod . The most n o ta b le ,  Die Garde an der Somme 
and Oberst von S t e i n , were w r it te n  and published  during the  war 
years .  They are s t r u c t u r a l ly  akin to  the quick marches, but freed  of  
the p r a c t ic a l  r e s p o n s i b i l i t i e s  o f  the  genre they are more measured 
and grand in  t h e ir  concluding s e c t io n s .  Die Garde an der Somme i s  
not among h i s  most d is t in g u is h e d  p ie c e s ,  but i t  does po in t to  the  
p r e v a i l in g  circum stances  and the range o f  demands made on Brase as a 
composer. I t  i s  unashamedly p r o p a g a n d is t ic , and was used to  r a i s e  
the morale o f  German troops during th e  F i r s t  World War. I t  i s  even 
supplied  w ith a c e r b ic  v e r s e s ,  penned by a W.Wilms-Dinker, e x t o l l in g  
the German in fa n tr y  and p r e d ic t in g  a c r u e l  end for  i t s  B r i t i s h  fo e s .
Brase wrote few piano p ie c e s  during h i s  period in  Ire la n d . The 
f i r s t  of th e s e ,  H erb st , was completed in  th e  Curragh w ith in  two 
months of h i s  a r r i v a l .  I t  i s  s t y l i s t i c a l l y  d i s t i n c t  from those  works 
which preceded i t .  Deeply m elan ch o lic ,  i t  i s  an in t im a te  expression  
th a t  r e v e a ls  Brase a t  h i s  most s e n s i t i v e .  And how paradoxical i t  i s  
th a t  t h i s  work o f  m er it ,  from a composer who earned an appreciable  
rep u ta t io n  in  h i s  l i f e t i m e ,  should remain unknown. But the  f a u l t  
l i e s  with Brase who did not p ublish  th e  work.
I t  i s  a ch aracter  p ie c e  th at  r e l i e s  on a c o n s is te n c y  of  
ex p ress io n  fo r  i t s  u n ity ,  thereby a llo w in g  Brase a momentary freedom 
from h is  p eren n ia l  concern with s t r u c tu r e .  Although s e t  over a to n ic  
p ed a l,  the opening theme i s  t o n a l ly  ambiguous, su g g e s t iv e  o f  a mode 
rather  than the key of B minor, which i s  i r o n ic  co n s id er ing  the p leas  
th a t  were to  be made fo r  the adoption of a modal approach in  the  
f a n t a s i a s .  The l im ite d  range o f  the f i r s t  theme h e igh ten s  the sense  
of d i f f id e n c e  as does th e  a ty p ic a l  j u x ta p o s i t io n  o f  time s ig n a tu res  
which con tin u es  throughout the s e c t io n  (Example 73 ) .
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A c o n tr a s t in g  theme i s  placed in  the to n ic  major. Like i t s  
cou nterp art,  i t  i s  harm onically  conceived . I t  tempers the e f fu lg en ce  
o f  the major mode with a descending l i n e ,  and i t s  short two-bar 
melodic phrase matches the r i s in g  th ir d  o f  the opening w ith a 
su c c e ss io n  o f  f a l l i n g  th ir d s  (Example 74 ) .
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This s e c t io n  i s  extended with s tepping  t r i p l e t s  rep la c in g  the  
in t e r v a l  o f  a t h ir d .  The ton a l range i s  a l s o  broadened, reaching A 
f l a t  major p r ior  to  a return to  the opening s e c t io n .  Both f i r s t  and 
second themes are s ta te d  in  the to n ic  minor, and the f a l l i n g  th ir d s
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are extended by a subsid ing  ten or .  The use of the f la t t e n e d  
superton ic  i n t e n s i f i e s  the lugubrious d i s p o s i t io n  o f  the p iece  
(Example 7 5 ) .
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The passage concludes w ith a cadenza; t h i s  i s  the  very f lo u r i s h  that  
Brase was to  employ ju s t  months l a t e r  in  I r i s h  Fantasia  N o.l where 
i t  i s  heard in  c l a r i n e t  and bassoon a t  the c lo s e  o f  the in tro d u ct io n .  
A f u l l e r  statem ent o f  the opening theme fo l lo w s  the cadenza and i t  i s  
su g g e s t iv e  o f  E minor rather than the home t o n ic .  I t  y i e ld s  to  B 
major fo r  a f i n a l  s e c t io n  which c l e v e r ly  employs the f a l l i n g  th ird s  
w ithout s t a t in g  th e  second theme in  f u l l .  The con clus ion  i s  
p e a c e fu l ,  g e n t ly  a ff irm in g  the major key. The f i n a l  cadence i s  
c h a r a c t e r i s t i c  w ith  the penultim ate chord being a composite o f  the  
to n ic  and submediant t r ia d s  lead ing  to  a unison to n ic .
L i t t l e  Moira, a serenade in  E major, was completed in  May 1925 
and published  in  the same year by Birnbach. O r ig in a l ly  e n t i t l e d  
Seren ata , th e  t i t l e  was a l t e r e d  to  record the d ed ica t io n  o f  the p iece  
to  the B rases' young daughter. I t  i s  a more a c c e s s ib l e  and l e s s  
in t r o s p e c t iv e  p ie c e  than Herbst and in  both form and conten t i s  
c o n s is t e n t  w ith  the  sa lon  p ie c e s  w r it te n  in  h is  l a s t  years in  
Germany. I t  i s  a ternary  form with a short re feren ce  to  the  
c o n tr a s t in g  melody in  the coda. The one d if f e r e n c e  i s  th a t  the t r io  
i s  s e t  on the sharp s id e ,  although the a b ste n t io n  from the  
tonic-dom inant r e la t io n s h ip  i s  continued through the assiduous  
avoidance o f  a cadence in to  B major. The work i s  joyous and l i g h t  in  
a c a n ta b i le  s t y l e  with i t s  s in g in g  melody, which grows from the f i r s t  
four-bar phrase (Example 7 6 ) ,  s e t  over a sim ple chordal l e f t  hand.
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The fr e e  s t y l e  o f  t h i s  melody w ith i t s  d ec o r a t io n s ,  gapped s c a le ,  and 
a t t r a c t io n  to  the submediant, su g g e s ts  an a f f i n i t y  with I r i s h  fo lk  
m usic.
In August 1926 Brase wrote the Horse Show March for  piano. I t  
was w r it te n  on the  o ccas ion  o f  the f i r s t  com petition  for  the Aga Khan 
trophy and i t  r e f l e c t s  the c lo s e  a s s o c ia t io n  between the sch oo l of  
music and the annual Dublin Horse Show held  in  th e  B a llsb r id ge  
grounds o f  the Royal Dublin S o c ie ty .  The work i s  an id e a l iz e d  
compound time march which conforms to  the p a ttern  a lready d iscu sse d .  
Like the General Mulcahv th ere  i s  noth ing d i s t i n c t i v e l y  I r i s h  in  the  
themes or t h e ir  treatm ent. In 1931 the work was renamed 
Bi-Centenary March and published in  London by Boosey and Hawkes with  
a d ed ica t io n  to  th e  Royal Dublin S o c ie ty  on the occas ion  of i t s  
b icen ten ary .
Some other few piano works su rv ive  from t h i s  f i n a l  period of  
com position . The one complete work i s  a fa n ta s ia  based on themes 
a s so c ia te d  w ith German fo lk  heroes e n t i t l e d  Helden im Volksmund. 
Completed in  November 1933, i t  may have been p o l i t i c a l l y  in s p ir e d .
I t  i s  a s e c t io n a l i z e d  p iec e  s im ila r  in  co n s tr u c t io n  to  the I r i s h  
f a n t a s i a s ,  and i t s  a f f i n i t y  with th o se  works i s  corroborated by i t s  
s u b t i t l e ,  Eine deutsche Rhapsodie.
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Songs with Piano
The range o f  B ra se ' s c r e a t iv e  a c t i v i t y  was augmented by h is  
i n t e r e s t  in  song, although th ere  are com paratively  few extant voca l  
com p osit ion s . He had n e ith e r  the l i t e r a r y  background nor the m usical 
opportunity  to  in c l i n e  him towards a con cen tra tion  on t h i s  genre.
Yet h i s  f i r s t  published  work was a vocal com position , a lu l la b y  for  
c o n tr a l to  and piano e n t i t l e d  Nun schlummerst du, mein s l ls ses  Kind.
The work has not su rv ived , but i t s  opus number ( o p .6) and date of  
p u b l ic a t io n  su ggest  th a t  i t  was w r it ten  in  l a t e  1895. This was 
fo llow ed  by a fu r th er  number o f  works for  th e  medium of  which two 
s u rv iv e  in  m anuscript. The f i r s t  of th e s e ,  Das Lied i s t  aus (The 
Song i s  over) o p .9 n o . l ,  in  G sharp minor, d a tes  from 1898. I t  i s  
the  only remaining member o f  a s e t  of four songs for  soprano 
published  between 1909 and 1913. I t  i s  probable that th ese  ear ly  
works were, l i k e  t h e ir  cou nterp arts  for  piano, com posit ional  
e x e r c i s e s  in  a sm aller  form. Das Lied i s t  a u s , to  a poem by 
C h r is t in e  W eiring, i s  a competent work but demonstrates l i t t l e  of  
B r a se 's  p e r s o n a l i ty .  The piano provides a chordal accompaniment with  
o c c a s io n a l  commentaries l in k in g  the b a s ic a l ly  symmetrical voca l  
ph rases .  The tendency to  chromatic w r it in g  i s  apparent throughout. 
The second u n t i t l e d  p ie c e  from t h i s  period i s  undated and u n f in ish ed .  
I t  bears th e  opus number, 12 n o . l ,  which su g g e s ts  th at  he abandoned 
t h i s  sketch  as the  number i s  a l s o  given to  C apriccio  fo r  so lo  piano 
w r it te n  in  1898.
In 1916 Brase published  a fu r th er  s e t  of th ree  songs for  
mezzo-soprano w ith  t e x t s  by the German p o e te s s ,  Anna R i t t e r .
D edicated to  h i s  w i f e ,  E ls e ,  th e se  s u b je c t iv e  m in iatures  are among 
h i s  most accomplished and a t t r a c t i v e  works. Words and music are in  
p e r fe c t  accord and the  w r it in g  fo r  piano b e n e f i t s  from h is  easy  
acquaintance w ith  the  instrum ent. I t  i s  an in t e g r a l  part of each of  
the  works, o c c a s io n a l ly  in corpora tin g  the melody in to  i t s  
accompaniment, but always making i t s  equal c o n tr ib u t io n .  With the  
ex cep t io n  o f  th e  l a s t  th e s e  are durchkomponiert (through-composed) 
p ie c e s ,  with th e  response being d ic ta te d  by the p o e t ic  sen tim ents .
The ascendency o f  the  t e x t  i s  i l l u s t r a t e d  by the compressed preludes  
and p o s t lu d e s  to  each song, and such passages are germane and do not
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merely have the s t a t u s  of accompanying f i g u r e s .  The f i r s t  song, 
Verheissung (P rom ise) ,  which i s  th e  lo n g e s t  and most cha lleng ing  of  
the group, demonstrates B ra se 's  w ord -pa in ting  w ith  i t s  p ia n i s t i c  bird  
c a l l s  supporting the s in g e r ' s  e x h o r ta t io n  not to  f r ig h te n  the n e s t in g  
b ir d s .  He i s  eq u a lly  con sc iou s  o f  the  b e n e f i t  of a llow ing  the piano 
to  r e s t ;  the  v o ic e  i s  l e f t  a lone on th e  phrase 'Dann küsse mich!' 
(Then k i s s  me). The i n t e n s i t y  o f  the  t e x t  i s  r e f l e c t e d  in wide to n a l  
s h i f t s  from the to n ic  E major to  D f l a t  major and G f l a t  major before  
return ing  to  s e t t l e  in  th e  to n ic  (Example 77 ) .
EXAMPLE 77
wie zu Anfang
The f a l l i n g  m elodic l i n e  a t  th e  end o f  t h i s  p a ssa g e ,  composed of  
th ir d s  and s t e p s ,  i s  an id ea  which recu rs  throughout in  both v o ic e  
and piano. The m elodic l i n e s  of a l l  th r e e  p ie c e s  a r e ,  in  
c h a r a c t e r i s t i c  fa s h io n ,  conceived  harm onically  and they depend on the
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piano support. In t h i s  r e sp e c t  th e  songs fo l lo w  a s t y l e  proposed by 
Schumann in  D ic h t e r l i e b e , a lthough B rase 's  accompaniments are more 
chordal and h e a v ily  tex tu red  than the l in e a r  w r it in g  d isp layed  by 
Schumann in  h i s  c y c le .  I r o n i c a l l y ,  B rase 's  r e s t r i c t i o n  as a m elod ist  
works here to  advantage, lend in g  th e se  p ie c e s  a u n ity ;  for  the vocal  
l i n e s ,  w h ile  a t t r a c t i v e ,  would not su rv ive  independently  o f  th e ir  
c o n te x t .  These l i n e s  are ta x in g ,  with frequent e x p r e ss iv e  leap s  of  
seven th s  and n in th s .  But the  sh ort  phrases and s y l la b i c  s t y l e  -  yet  
another m a n ife s ta t io n  o f  th e  t e x t u a l  supremacy -  ensure th e  performer 
a com fortable s u c c e ss io n  o f  breath ing p o in t s .  The p r o c l iv i t y  to  
t r a v e r s e  th e  voca l compass in  sh ort  passages i s  demonstrated in  the  
f i n a l  th ree  bars of V erh eissu ng , which con ta in  both the h ig h es t  and 
lo w est  n o te s  of th e  p ie c e  (Example 78).
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In th e  more re s tra in e d  m elodic s e c t io n s  th e  movement i s  o ften  by 
chromatic s tep  as another passage from Verheissung i l l u s t r a t e s  
(Example 79):
EXAMPLE 79
ruhiger >
The remaining songs in  the group are Pyth ia  in  A f l a t  major 
and I th  g lau b 1, l i e b e r  Schatz ( I  b e l i e v e ,  my lo v e )  in  G major which 
i s  the  s o le  s tro p h ic  work. A sketch  for  one fu rth er  work based on a 
t e x t  by Anna R i t t e r ,  Das t i e f e  Kämmerlein (The Deep Chamber), 
su rv iv es  .in  B ra se 's  papers with the d ate ,  November 1916. The work 
was not published .
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The a r t  song i s  a s p e c ia l i z e d  area th a t  commands only l im ite d  
a t t e n t io n  a t  p re se n t .  Fashion and popular demand have r e su lte d  in  
s in g e r s  r e s t r i c t i n g  t h e ir  r e p e r to ir e s  to  the fa m il ia r  m a sterp ieces ,  
w h ile  la r g e ly  ign or in g  many f i n e  works such as the  e a r ly  Schumann 
songs. B r a se 's  th ree  songs from 1916 are not m a sterp iec es ,  but they  
are f i n e l y  wrought and c o n s is t e n t  in  s t y l e ,  and perhaps a day w i l l  
come when they  w i l l  r e c e iv e  th e  performances they undoubtedly  
w arrant.
He wrote l i t t l e  fo r  v o ic e  and piano a f t e r  t h i s  d a te .  A p iece  
e n t i t l e d  Madrigal was published  by Birnbach in  1926 but i s  now l o s t ,  
and he a l s o  arranged S i l e n t ,  0 Moyle fo r  a German p u b l i c a t i o n .3 The 
s e t t in g  o f  th e  l a t t e r  i s  e s s e n t i a l l y  the same as th a t  employed in  
I r i s h  F an tas ia  N o . l .
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N O T E S  and R E F E R E N C E S
1. S .Jadassohn, Manual o f  M usical Form, Eng. t r a n s . ,  E.M.Barber 
(L eipzig  and London, 1892), 63.
2. I b i d . , 63.
3 .  Joachim G erstenberg, Ein Irlandbuch (Hamburg, 1940), 68 -9 .
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M I S C E L L A  N E O U S  W O R K S
Two e a r ly  works fea tu r e  s o lo  instrum ents on which Brase was an 
accomplished performer. Nymphentanz in  D major fo r  v i o l i n  and piano 
su rv iv es  in  m anuscript, and although undated i t s  d e s ig n a t io n ,  o p .9 ,  
su g g ests  th a t  i t  was w r it te n  in  1898. I t  i s  a you th fu l work in  which 
the piano i s  g iven  a subordinate  r o l e ,  being confined  to  a chordal 
accompaniment w ith  only o c c a s io n a l  l in k in g  passages a llow in g  i t  to  
d isp la y  more e n te r p r is e .  The part fo r  v i o l i n  i s  of moderate 
d i f f i c u l t y ,  and i t  i s  c a r e f u l ly  and id io m a t ic a l ly  notated  e s p e c ia l ly  
in  th e  more f l o r i d  s e c t io n s .  This single-movement work provides a 
rare example of B ra se 's  use o f  the sim ple rondo form, ABACA. While 
the main su b jec t  may not be d i s t i n c t i v e ,  i t  i s  engaging (Example 8 0 ) .
EXAMPLE 80
Scherzando
J  r ? f
The f i r s t  ep isode  i s  s e t  in  th e  favoured subdominant and e x p lo i t s  the  
b righ t sound o f  th e  v i o l i n ' s  open s t r in g s  and octave  harmonics. The 
darker to n a l  reg ion  o f  B f l a t  major i s  employed fo r  th e  second 
ep iso d e .  I t  p resen ts  a l y r i c a l  melody which r i s e s  gradually  from the  
low est r e g i s t e r  o f  the in s t r u m e n t , . Brase l a t e r  adapted the work for  
c e l l o  and p iano, but i t  too  remained unpublished.
In a d d it io n  to  h i s  p r o f ic ie n c y  on f lü g e l  horn, Brase a ls o  played  
the  trumpet. Indeed the records o f  th e  Hochschule für Musik in  
B erlin  show the trumpet as one o f  h i s  primary in s tr u m e n ts .1 I t  was 
during h i s  period o f  study th ere  th a t  Brase wrote a p ie c e  fo r  trumpet 
and o rch es tra  descr ibed  as a K onzert-Polka . I t  was published  by 
Schmidt in  Heilbronn but i s  now l o s t  as i s  a l a t e r  p ie c e  fo r  c e l l o  
and o rch es tra  e n t i t l e d  Aufschwung. This l a t t e r  work was published by 
Birnbach s h o r t ly  a f t e r  the F i r s t  World War and i t  i s  th e  l a s t  o f  the  
works f e a tu r in g  a s o lo  instrum ent.
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The few choral p ie c e s  w r it te n  by Brase come from the  l a s t  
f i f t e e n  years  o f  h i s  l i f e .  Many are arrangements o f  I r i s h  a i r s  for  
amateur bod ies  such as  the Dublin Philharmonic Choir and they are  
accord in g ly  r e s t r i c t e d  in  range, being competent but e s s e n t i a l l y  
sim ple works. A posthumously published  choral p ie c e  c e le b r a t in g  May 
Day, Tag der A r b e i t , i s  u n c h a r a c te r i s t ic .  An u n so p h is t ic a te d  p ie c e ,  
i t  r e v e a ls  more o f  B ra se 's  empathy w ith N ationa l S o c ia l ism  than of  
h is  c r e a t iv e  p e r s o n a l i t y . .
F i n a l ly ,  mention should be made o f  B r a se 's  am bitions in  the  
genre o f  music drama. Among h i s  papers are incom plete  manuscripts  
fo r  two o p e r e t ta s ,  Maritza and Der P o s t i l i o n  war schuld daran (The 
P o s t i l i o n  was to  blame). The l a t t e r  th r e e -a c t  work, w ith l i b r e t t o  by 
Hermann Frey, su r v iv e s  almost complete and e x h ib i t s  the s u b s ta n t ia l  
e f f o r t  devoted to  i t s  c r e a t io n .  Brase concentrated  on th e  op ere tta  
throughout 1919 and i t  i s  c o n s i s t e n t “in  s t y l e  w ith  the many l i g h t e r  
piano works completed a t  the tim e.
He returned to  a co n s id era t io n  o f  music drama in  1930 when, in
c o l la b o r a t io n  w ith the  Dublin im presario , John MacDonagh, he
commenced work on Blarney S ton e . The t e x t  was again  provided by
Frey, but on t h i s  occas ion  he worked in  conju nction  w ith MacDonagh.
Although o f  a more s u b s ta n t ia l  nature than the  e a r l i e r  works, i t  i s
s t i l l .derived  from the  l i g h t  opera t r a d i t i o n .  I t  i s  d i s t i n c t i v e l y
I r i s h  and much o f  th e  music i s  founded on t r a d i t i o n a l  a i r s .  The
in t e n t io n  was to  produce the work in  th e  United S ta te s  o f  America,
2
but t h i s  never came to  f r u i t i o n .  A s iz e a b le  s e c t io n  o f  the work was 
completed by Brase, but on t h i s  o ccas ion  h is  tim e was not wholly  
m isspent as  he employed a number o f  themes in  l a t e r  o r c h e s tr a l  works.
The a t t e n t io n  devoted to  Blarney Stone in d ic a t e s  B r a se 's  waning 
i n t e r e s t  in  the  Army School o f  Music. I t  a l s o  p o in ts  to  h is  
r e a d in e ss  to  respond to  immediate demands. T his i n c l in a t io n  was 
apparent from th e  c l o s e  o f  the Great War. In t h i s  r e s p e c t  he was a 
man of  h i s  age ,  and consequently  much o f  h i s  music has not w ithstood  
the march o f  t im e. The p r e v a i l in g  economic and p o l i t i c a l  
circum stances  in  combination w ith  h i s  p r a c t i c a l  approach to  
com position  and, o f  course , the demands made on h i s  time as
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ad m in istra tor  and conductor, l e f t  him l i t t l e  opportunity  to  develop  
h i s  c r e a t iv e  c r a f t .  I t  was u n fortunate , fo r  w h ile  he lacked the  
v i s io n  and o r i g i n a l i t y  th at  d i s t in g u is h  th e  composer o f  ex ce p t io n a l  
m e r it ,  he had y e t  a t e c h n ic a l  command, an i n t e g r i t y  o f  s p i r i t ,  and a 
profound lo v e  o f  h i s  ar t  which compel r e s p e c t .
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N O T E S  and R E F E  R E N  C E S
1. Frau Reschke, Hochschule der Künste, w r it te n  subm ission fo r  t h i s  
t h e s i s ,  23 Apr. 1987, quoting records o f  th e  r e la te d  Hochschule 
für Musik.
2. Mulcahy papers, P7/D/108, UCDA. Mulcahy g iv e s  some 
c o n s id e r a t io n  to  B rase 's  'American a m b it io n s ' .
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I r la n d ia , th ir d  movement complete  
o r c h e s tr a l  score
R evised opening o f  above
H e il  Danzig , opening o f  march 
and t r i o ,  piano score  
(p ublish ed  by Lau, Danzig, 1910)
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Note: The works are entered  under t h e ir  o r i g in a l  medium. The
fo l lo w in g  a b b rev ia t io n s  are employed fo r  the main p u b lish ers:
B Birnbach
0 O erte l
P Parrhysius
O rch estra l Music
T i t l e Date P u b lisher
Aus meiner Heimat:
S u ite ,  o p .11 
Heimatlos:
S u ite
Dramatische Ouvertüre 
K onzert-Polka:
Trp and orch  
T a ra n te l la  
Symphony in  D major 
W estfalen:
S u ite ,  u n f in ish ed  
Aufschwung:
Vc and orch  
Ir la n d ia :
S u ite
Episoden:
S u ite  
I r i s h  Dances
I r i s c h e  L u s t s p ie l  Ouvertüre
71900 Wernthal
1902 unpub-
1902 unpub
71903 Schmidt
71904
1905
1912
71919
P
unpub
unpub
B
1932 unpub
1937 unpub
1938 P
1939 Wilke
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Title Date Publisher
Salon Orchestra
Im provisationen: 1921
Waltz
Barcarole 1922
Parana 1926
M il i ta r y  Band
Hoch d ie  7 t e n  Jäger:
March
M i l i tä r -F e s to u v e r tü r e : 
op. 10 
Bienenhaus Marsch 
Jugenderinnerungen Marsch 
U n t i t le d  March 
Deutschen N a t io n a l l ie d e r  
Marsch 
H e il  Danzig:
March
E xze l len z  von Bernhardi: 
March
Grosse Z e i t ,  neue Z e i t :  
March 
von Larisch-Marsch  
General Mulcahy:
March
I r i s h  March N o .l  1923
I r i s h  March N o .2 1923
I r i s h  March N o.3 1923
I r i s h  F an tas ia  N o .l  1923
71895
71900
71900
1901
1904
71910
1910
1910
1911
71912
1923
B
B
B
0
0
0
unpub
unpub
Heins
Lau
S tah l
Sch erl
P
B
(a s  I r is c h e r  
Armeemarsch, 1933) 
unpub
McCullough 
unpub 
Hawkes  
(a s  Let Erin 
Remember, 1930)
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Title Date Publisher
I r i s h  Army Review: 1924
March
N ation a l March 1924
I r i s h  F an tas ia  N o.2 1924
I r i s h  F antas ia  No.3 1924
I r i s h  F antas ia  No.4 1925
Funeral March 1926
I r i s h  F an tas ia  No.5 1927
I r i s h  F antasia  No.6 1930
Der G ott, der Eisen wachen 1933
l i e s s :
March
F l ie g e r  Escapaden 1935
Chamber Musi c
Piano Solo
Strebe VormHrtz! : 71894
Waltz, o p . l  
Mazurka b r i l l i a n t e : 1894
op. 2
Mazurka b r i l l i a n t e :  1895
op. 4
U n t i t le d  Waltz 1896
C apriccio  1898
Oberst von S te in :  1914
March
S t e ig e ,  deutscher AdlerI : 1914
March
Die Garde an der Somme: 1914
March
B arcarole  1920
Belvedere 1922
Esperance 1921
-125-
unpub
unpub
unpub
unpub
unpub
unpub
unpub
unpub
B
unpub
unpub
unpub
unpub
unpub
unpub
B
B
B
B
B
B
Title Date Publisher
Frülingsständchen
Joska
Menuette
Mondnacht in  Venedig
Nordische Hochzeit
P ie r e t t e
Serenade
Waldmärchen
Expressionen
Orchideen
Regina
Herbst
' L i t t l e  M o ira ': 
Serenade 
Horse Show March
V alse Intermezzo  
Helden im Volksmund
1919
1920
1921 
1921 
1921 
1921 
1921 
1921
1921
1922
1922
1923 
1925
B
B
B
B
B
B
B
B
B
B
B
unpub
B
1926
1927
1933
Boosey and Hawkes 
(Bi-Centenary  
March, 1931) 
unpub 
unpub
Voice and Piano
Nun schlummerst du,
mein s i ls se s  Kind: 
op. 6
Ich bin hinaus gegangen  
Ich w o l l t e  
H e i l ig e  Stunde 
Das Lied i s t  aus 
Drei Lieder:
Verheissung
Pythia
Ich g la u b ' , l i e b e r  Schatz
71895
1898
1916
Heins (71910)
B
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Title Date Publisher
Das t i e f e  Kämmerlein 1916
Madrigal 1926
V io l in  and P iano
Nymphentanz: 71898
op. 9
unpub
B
unpub
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